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THE SECOND FINALE OF BEETHOVEN’S STRING QUARTET OPUS 130:  
A STUDY OF THE COMPOSING SCORE AND AUTOGRAPH MANUSCRIPT 
MEGAN H. ROSS 
ABSTRACT 
Scholars and performers have long wondered when and why Beethoven 
composed an alternative ending to his string quartet, Opus 130.  The original, the Grosse 
Fuge, was an immense and heavy multi-sectioned fugal finale; the second was a much 
shorter and lighter hybrid sonata-rondo form finale.  The second finale was the last 
substantial piece Beethoven composed and is reminiscent of earlier dance-like 2/4 
Allegro finales composed by Beethoven, likely influenced by Haydn.  This style is 
seemingly incongruous with our current understanding of Beethoven’s late style, centered 
around foreign harmonies and forms, with expansive thematic material.  While research 
on this topic has been extensive, including studies in biography, source material, 
reception history, and harmonic and formal analysis, it has not led to a fully adequate 
understanding of this second finale.  My study aims to provide a fresh understanding of 
this movement through the examination and evaluation of the later stages of its 
composition.  The major sections of revision found in the composing score, Berlin, 
Deutsche Staatsbibliothek, MS Autograph 19c, and the autograph fair copy, Berlin, 
Deutsche Staatsbibliothek, MS Grasnick 10, are closely studied here for the first time. 
In order to highlight important steps in the creative process, I have selected four 
heavily revised areas from each of the sonata-form sections of this movement as shown in 
both manuscripts.  My interpretation of these revisions is based on comparison to parallel 
	  vii	  
sections in both manuscripts and the final version, as shown in transcriptions of these 
passages from the sketches along with accompanying images of the original pages.  For 
each of these sections, I attempt to suggest the order in which Beethoven made his 
revisions, and I discuss their formal, thematic and harmonic implications.  As a whole, 
these revisions reveal Beethoven’s concern for economical treatment of thematic 
material, especially motives from theme 1a, and a concern for playing upon the harmonic 
and formal expectations of his audience.  The voicing of theme 2a in the exposition and 
recapitulation, and the voicing and texture of theme 1a in the development, the false and 
authentic recapitulations and the coda are analyzed in terms of momentum, sectional 
balance, texture, and dramatic tension.  I suggest that further study of these sketches and 
related primary source material might help to revise our notion of Beethoven’s late style.    
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Preface 
In this thesis I will examine and evaluate the later stages of composition of the 
second finale of Beethoven’s String Quartet Op. 130, as shown by the composing score, 
Berlin, Deutsche Staatsbibliothek, MS Autograph 19c, and the autograph fair copy, 
Berlin, Deutsche Staatsbibliothek, MS Grasnick 10.  A fair-sized body of preliminary 
sketches for this movement also survive, especially the score sketches in the Berlin 
Deutsche Staatsbibliothek, MS Artaria 209, which were listed in detail by Johnson, 
Tyson, and Winter. 1  They have not yet been transcribed or discussed in the literature, 
and are not described here, as the problems they present would require a study much 
longer and more detailed than is possible within the scope of this thesis.  They remain a 
project for future scholarship.  According to Barry Cooper, there are also approximately 
two-dozen known finale sketch ideas for Op. 130.  The first series of ideas from 1825 are 
found in the pocket sketchbooks Moscow, Egerton, Autograph 9/5 and the desk 
sketchbook De Roda.2  The second series of finale ideas from the autumn of 1826 are 
located in the desk sketchbook, Kullak, and the pocket sketchbook, Paris Ms 66 (see 
Appendix A on p. 96 for a complete catalogue of these finale ideas).3  Each of these 
finale ideas have been transcribed and discussed by Cooper, who explains that their 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
1 For details on this manuscript see Douglas Porter Johnson, Alan Tyson, and Robert Winter, The 
Beethoven Sketchbooks: History, Reconstruction, Inventory (Berkeley: University of California Press, 
1985), 503-8. 
2 See Barry Cooper, “The Two—or Two Dozen—Finales for Beethoven’s Quartet Opus 130,” Ad 
Parnassum 8 (2010), 13; The “Moscow” sketchbook, Central Glinka Museum for Music Culture, MS F. 
155, No. 2, The “Egerton” sketchbook, London, British Library, Egerton MS 2795, Autograph 9/5, 
Staatsbibliothek zu Berlin, Preussicher Kulturbesitz, Musikabteilung, the “De Roda” sketchbook, Bonn, 
Beethovenhaus, NE 47. 
3 See Cooper, “The Two—or Two Dozen—Finales,” 40; The “Kullak” sketchbook, Artaria 205/3, 
Staatsbibliothek zu Berlin, Preussicher Kulturbesitz, Musikabteilung, Ms 66, Bibliothèque nationale de 
France.	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further study in connection with Beethoven’s conversation book entries, would be helpful 
in creating a more comprehensive understanding of the emergence of this second finale.   
Given the great amount of available primary source materials for study of this 
movement it became necessary early on in my project to focus on a particular stage of 
development.  I chose to focus on the later stages of development, because to my 
knowledge, Aut. 19c and Gr. 10 have not previously been discussed in the scholarly 
literature on Beethoven, and I was able to provide a more comprehensive, individual 
contribution to the field than would have been possible if I had attempted to master all of 
this material.  There are many additional projects which could help to create new or 
different conclusions about the emergence of this second finale with the use of one or 
more of these primary source materials.  A comprehensive study of all of the available 
primary source material has yet to be completed for this finale. 
Given the nature of this highly theoretical and archival-based project the reader 
must rely heavily upon images of facsimiles, musical transcriptions, and musical 
examples.  Images for the facsimiles are from the two manuscripts located at the 
Deutsche Staatsbibliothek in Berlin.  I have been able to study these manuscripts by 
means of microfilms located at the Isham Memorial Library at Harvard University.  It 
should be noted that I have not transcribed all the facsimiles or even every measure of the 
facsimiles.  I have transcribed only those passages that are most pertinent to my 
discussion.  The smaller instances are placed where relevant in the body of the text.  
Longer passages are placed at the end of each chapter. 
The musical transcriptions from this study represent my best efforts to transcribe 
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the material from the manuscripts however, they should not be taken literally.  Areas in 
which I particularly struggled with pitches or rhythms have been placed in parentheses.   
In terms of articulation, staccato markings in parentheses and slurs shown by dashed lines 
have been inferred from the final version—they were not written in by Beethoven. Any 
of the measure numbers that appear in the transcriptions were added for ease of reference.  
I have also inserted numbers in parentheses in the transcriptions that correspond to 
numbers in the “Notes to the Transcription” section that follows after nearly every 
transcription.  Here, I discuss in greater detail the particular uncertainties for 
corresponding sections.  For shorter transcriptions where I needed to show more than two 
stages of development (usually shown by v.1 and v.2), I labeled each of the stages by 
numbers in order to show the progression of ideas. 
Musical examples appear throughout my text either separately, or in a table with 
others for comparative purposes.  Although every important musical example has been 
placed in the text of the thesis, a complete score for this movement has been added as a 
supplemental guide for readers to study and make their own evaluations about the 
revisions (see Appendix B on p. 97).  This is accompanied with a complete formal 
analysis, which follows in Appendix C on p. 111.  I have chosen to reproduce the 
miniature score by Dover, from 1998 that has measure numbers added for ease of 
reference.  It is identical to the original Breitkopf and Haertel Beethoven Werke edition.  
The late quartets have not yet appeared in Henle’s new Beethoven Werke.  It is my hope, 
that with the facsimiles, transcriptions, and score I have provided the reader with all the 
necessary tools for reading my thesis. 
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Chapter 1: Introduction 
 
Overview 
Beethoven wrote two very different finales for his String Quartet in B-flat Major, 
Opus 130.  The original, the Grosse Fuge, was an immense and heavy multi-sectioned 
fugal finale; the second was a much shorter and lighter hybrid sonata-form finale. 4   
Scholars and performers have long wondered when and why Beethoven composed an 
alternative ending to this six-movement quartet and whether to play one or the other.  
While research on this topic has been extensive, including studies in biography, source 
material, reception history, and harmonic and formal analysis, it has not led to a fully 
adequate understanding of this movement.  In this thesis I will examine and evaluate the 
later stages of composition of the second finale, as shown by the composing score, 
Autograph 19c, and the autograph fair copy, Grasnick 10.  To my knowledge, none of the 
source material used for this study has previously been discussed in the scholarly 
literature on Beethoven.  My study of the later stages of development of this finale hopes 
to provide a new perspective on our current understanding of this movement.  
Beethoven worked on the composing score, Aut. 19c, and the autograph fair copy, 
Gr. 10, between October and November of 1826.  In theory, these sources represent 
consecutive steps in the creative process towards the final version.  However, it is 
sometimes difficult to be certain of the order in which Beethoven made corrections in 
each.  There are examples in this material that support the idea of Beethoven’s returning 
to the composing score even after he drafted the autograph fair copy.  Although it may 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
4 See Table 1.3 on p. 6 for a complete chronology of the events surrounding the genesis of Op. 130.  
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not be possible to re-trace Beethoven’s creative process exactly, I would like to explore 
the sources through a focus on each as an individual body of evidence for the composer’s 
ideas for this movement.      
Before an analysis of the major corrections within the manuscripts can take place, 
a basic understanding of these sources in necessary.  Both Gr. 10 and Aut. 19c are 
currently located in the Deutsche Staatsbibliothek in Berlin, Germany.  In actual size, Gr. 
10 is slightly smaller, but contains two more folios than Aut. 19c (see Table 1.1 on p. 3).  
Overall, Gr. 10 is neater, as we should expect, with fewer corrections in ink, but it 
contains two peculiar one-measure instances of pasted-down material (see m. 147 in 
Facsimile 1.1 and Transcription 1.1 on p. 15 and m. 391 in Facsimile 1.2 and 
Transcription 1.2 on p. 16).	  	  Beethoven may have resorted to pasted-down measures here 
instead of ink cancellations because his ideas for these measures came at a later stage of 
development when Gr. 10 was supposed to be completed .  It is interesting that both of 
these measures correspond to the same theme 3c material in the exposition and 
recapitulation, and that parallel measures in Aut. 19c appear as though they were created 
as an afterthought.  Beethoven squeezed in m. 147 as shown in Aut. 19c, f. 25v and for 
m. 391 inserted a small measure with only a single note written in V1 as shown in Aut. 
19c, f. 36v, before quickly abandoning this idea in favor of working out the measure at 
the end of the system as indicated by the inscriptions “Vi=” and “de.” Beethoven often 
used pairs of signs, “such as the divided word Vide (i.e., “look!”; written as Vi= and 
=de)” for the “purpose of linking connected sketches that were physically some distance 
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apart.”5  In both Gr. 10 and Aut. 19c, the pitches are the same for both measures (see m. 
147 in Facsimile 1.3 and m. 391 in Facsimile 1.4 on p. 17).  In terms of the composing 
score, Aut. 19c, there is a larger number of revisions including changes in voicing, 
multiple measure cancellations, and pitch and rhythmic alterations.  
Table 1.1: Description of Manuscripts6 
Source: Grasnick 10 Autograph 19c 
Total # of Folios: 25 23 
Measurements 24 x 30 cm 31 x 25 cm 
Notation: Ink Ink 
Additions: Occasionally in Pencil Occasionally in Pencil 
# of Staves: 10 10, 12 
  
In cataloguing the main corrections made in each of these manuscripts, common 
sections of revision emerged.  Given Beethoven’s special interest in these sections, I 
believe they highlight important steps in the creative process.  In particular, there are four 
main areas of heavily revised material on which I shall concentrate in each of my 
chapters.  In order of appearance, they are: 
(1) Exposition: mm. 39 to 50; theme 2a: voice-exchange and economical use of 
thematic material; comparison to treatment of theme 2a in the  recapitulation 
(mm. 279 to 290). 
(2) Development: mm. 161 to 178; theme 1a: momentum and sectional balance. 
(3) False and Authentic Recapitulation: mm. 233 to 239 and mm. 247 to 254; 
theme 1a: voicing and texture. 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  5	  Johnson, Tyson, and Winter, The Beethoven Sketchbooks, 64. 
6 See Hans-Günter Klein, Ludwig van Beethoven: Autograph und Abschriften: Katalog (Merseburger: 
Berlin, 1975), 63; 154; 155; 220; 221. 
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(4) Coda:  mm. 414-440; theme 1a: dramatic tension. 
These major sections will create a starting point from which analysis of individual 
corrections from each manuscript can proceed.  Table 1.2 below provides further 
information for these corrections including related folio numbers.  
Table 1.2: Annotated Catalogue of Corrections 
Ch. Section Measures Folios: 
Aut. 19c  
Folios: 
Gr. 10 
Material Concern(s) 
Addressed 
Parts 
2 Expo. 39 to 50 20v to 21 3 to 3v Theme 2a  Voicing All 
3 Devel. 161 to 178 26 to 28v 9 to 11v Theme 1a Momentum; 
Balance 
All 
4 Recap. 223 to 239 
247 to 254 
29 to 30v 12 to 13 Theme 1a Voicing; 
Texture 
All 
5 Coda 414 to 440 38 20v Theme 1a Dramatic 
tension 
All 
 
Historical Context 
Opus 130 was the final string quartet in a series of three commissioned by Prince 
Galitzin in 1823 including Opus 127 in E♭ major and Opus 132 in A minor.  These string 
quartets composed during 1823 to 1826 represent a unique chapter in Beethoven’s 
conception of the string quartet genre, a style often considered difficult to understand 
from the time of its emergence.  The quartet was originally composed with the Grosse 
Fuge finale, completed by Beethoven at the end of 1825, and performed by Ignaz 
Schuppanzigh’s quartet on March 21, 1826.7  Early reception of the piece was mixed, and 
the finale was considered especially complex and lengthy.  Later that year in the autumn 
months, Beethoven decided to publish the Grosse Fuge separately as Opus 133, and 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
7 Cooper, “The Two—or Two Dozen—Finales,” 8. 
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compose an alternative, smaller finale.  Historically it was believed that Beethoven was 
persuaded to publish the Grosse Fuge separately and write a new finale by his publisher 
Artaria and his friend Karl Holz.  More recently, scholarship has shown that Beethoven 
may have been independently interested in this change, dating his decision back to the 
first few days in September when he made his piano arrangement of the Grosse Fuge.  
Whatever the case may be, Beethoven made an interesting choice when he decided to 
compose an additional finale for an already completed and published work.  His 
deteriorating health, deafness and family problems towards the end of his life strongly 
increase our interest in this peculiar instance.  For an up-to-date timeline of the events 
surrounding Beethoven’s decision to compose a second finale see Table 1.3 on p. 6. 
Early Ideas and Misgivings 
While the primary purpose of my paper is to discuss the later stages of revision in 
the genesis of the second finale, a brief overview of what we know about the early sketch 
material for this movement will be helpful in establishing the historical context.8  
Beethoven’s first written idea for a finale to Op. 130 appears in the De Roda sketchbook, 
f. 14r staves 12-13, underneath his inscription, “Leztes Stück des Quartetts in B” or “Last 
movement of the quartet in B-flat.”9  Five bars later, Beethoven inscribes “Fugha” above 
the expositional material to indicate where the second voice would emerge.  This is the 
only explicit reference to a fugal finale yet found in Beethoven’s known sketches for Op. 
130.  While this entry serves as an important piece of evidence for those who believe  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
8 See Appendix A on p. 96 for a complete catalogue of the known finale ideas for Op. 130. 
9 Cooper, “The Two—or Two Dozen—Finales,” 15.  
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Table 1.3: Events Surrounding the Genesis of Op. 130 
Event Date Details 
Beethoven composes Opus 
130 
May to September 
1825 
Grosse Fuge as original finale. 
Beethoven writes to his 
nephew Karl and friend Karl 
Holz 
August 24 Beethoven explains that Opus 130 will 
have six movements.  In his letter to 
Karl he explains, “the third quartet is 
nearly finished.”10  
First rehearsal of Opus 130 
quartet with the Grosse Fuge 
January 1826 Schuppanzigh’s quartet describes the 
fugal finale as very difficult to play. 
First performance of Opus 
130 
March 21 Performed with the original finale by 
Ignaz Schuppanzigh’s quartet. 
Anton Halm completes four-
hand piano arrangement for 
the Grosse Fuge  
April 24 Beethoven does not like this version, 
so he decides to compose his own. 
Beethoven writes to Holz August 10? Beethoven explains that he has a four-
hand arrangement of the Grosse Fuge 
for Artaria and “it has now become a 
separate work of my own.”11 
Beethoven completes four-
hand piano arrangement for 
the Grosse Fuge 
Beginning of 
September 
Titled: Opus 134 (six-movement 
quartet had been engraved for 
publication by this time) 
Holz has a conversation with 
Beethoven about second 
finale 
September 4 to 5 ? Holz writes to Beethoven in 
conversation book-“It would be more 
money for you, and the publisher 
would have to bear the costs.”12 
Beethoven sends second 
finale to Artaria 
November 22 Beethoven was in Gneixendorf when 
he wrote second finale. 
Beethoven dies March 26 1827 Beethoven had not been able to attend 
a performance of this second finale, or 
see the published score and parts. 
Artaria publishes parts and 
score with the second finale, 
Grosse Fuge as Opus 133, 
and the four-hand piano 
arrangement of Grosse Fuge 
as Opus 134 
May 10 First editions. 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
10 See Lewis Lockwood, Beethoven: The Music and The Life (New York: Norton, 2003), 459. 
11 Emily Anderson, trans. and ed., The Letters of Beethoven. 3 vols. (London: Macmillan, 1961), No. 
1296. 
12 Ludwig van Beethoven, Ludwig van Beethovens Konverstionshefte, ed. Karl-Heinz Köhler et al., 11 
vols. (Leipzig: Deutscher Verlag für Musik, 1993), vol. 2, 185. 
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Beethoven framed his piece with a desire for a fugal finale, this particular fugal theme 
contrasts sharply with that of the weighty Grosse Fuge.  The 6/8 “jig-like” theme that 
appears in the transcription of f. 14r in Musical Example 1.1 below clearly favors a light 
and lively ending.13 
Musical Example 1.1: Fugal Idea for Original Finale14 
 
Barry Cooper suggests that approximately seventeen additional ideas for an 
original finale can be found within the pages of the pocket sketchbooks, Moscow, 
Egerton and Autograph 9/5, and the desk sketchbook, De Roda.15  Before deciding upon 
the Grosse Fuge, Beethoven contemplated other finale ideas, which varied in time 
signature, thematic material, opening harmonies, and rhythmic figures.  Interestingly 
enough, many of these ideas share characteristics with the second finale (see Table 1.4 on 
p. 8).  Ideas for the Grosse Fuge were later developed more thoroughly in De Roda, ff. 
11r and 13r/v.  
In the autumn of 1826, Beethoven began drafting ideas for a new finale, which 
can be found in the pages of the desk sketchbook, Kullak, and the pocket sketchbook,  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
13 Cooper, “The Two—or Two Dozen—Finales,” 15. 
14 Transcription of Musical Example 1.1 from Ex. 1 in Cooper, “The Two—or Two Dozen—Finales,” 
15. 
15 See Cooper, “The Two—or Two Dozen—Finales,” 13; The “Moscow” sketchbook, Central Glinka 
Museum for Music Culture, MS F. 155, No. 2, The “Egerton” sketchbook, London, British Library, 
Egerton MS 2795, Autograph 9/5, Staatsbibliothek zu Berlin, Preussicher Kulturbesitz, Musikabteilung, the 
“De Roda” sketchbook, Bonn, Beethovenhaus, NE 47. 
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Table 1.4: Ideas for Original Finale With Second Finale Characteristics (1825) 
Opening Rhythm De Roda, f. 22r, staves 9 to 10 (July) 
2/4 key De Roda, f. 25r staves 10 to 11 (July) 
Egerton, f. 7r, staves 1 to 2 & 10r, staves 5 
to 6 (July) 
Off-tonic opening De Roda, f. 27v, stave 4 (July)  
Autograph 9/5, f. 3v, stave 1 (August) 
De Roda, f. 34r, staves 5 to 6 (August) 
Off-tonic opening, oscillating figure, and 
broken-chord figures 
De Roda, f. 32, staves 1 to 2 (August) 
 
Paris Ms 66.16  The first of these ideas is found in Paris Ms 66/9, f. 1a, staves 1 to 6, 
where Beethoven inscribes “Finale in B zum 4ten Quartett,” or “Finale in B flat for the 
fourth quartet,” above a seemingly “gentle and laid-back theme” (see Musical Example 
1.2).17  
Musical Example 1.2: First Idea for Second Finale 
Paris Ms 66/9, Folio 1a, staves 1 to 618
 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
16 Cooper, “The Two—or Two Dozen—Finales,” 40. 
17 Cooper, “The Two—or Two Dozen—Finales,” 41. 
18 Transcription of Musical Example 1.2 from Ex. 19 in Cooper, “The Two—or Two Dozen—Finales,” 
41. 
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The following seven written-out finale ideas all share a characteristic with the second 
finale; especially prevalent is the off-tonic opening with a G chord.  The dactylic rhythm 
and arpeggiated main theme of the second finale that emerges in Kullak, f. 60v stave 15, 
may represent a tying together of the previously seen ideas for a 2/4 finale, with a G-
chord off-tonic opening and dance-like character.  
In total, we have approximately two-dozen known finale sketch ideas.  What does 
this signify to the Beethoven scholar?  In order to approach this question we must first 
acknowledge the speculative nature of drawing conclusions from sketch material that 
lacks a clear chronology and is not necessarily an accurate representation of the entirety 
of Beethoven’s finale ideas.  A current debate exists surrounding the appearance of 
multiple finale ideas.  Klaus Kropfinger and Lewis Lockwood agree that Beethoven’s 
initial sketch for a fugal final as observed in the De Roda sketchbook, shows the 
importance Beethoven places on a fugal finale for framing the movement, while others, 
such as Barry Cooper, view the grouping of early sketches as mostly containing ideas for 
a “light, non-fugal movement,” supporting the notion that the fugal finale was 
“something of an intrusion.”19  In the end, the appearance of multiple, documented finale 
ideas creates a context within which scholars may debate the origins of the second finale.  
It also suggests that the decision to compose a new finale may have been fraught with 
initial misgivings.  It is possible that both finales shared a common space in Beethoven’s 
mind early in the creative process and, interestingly enough, may imply a reverence for 
composers of the past—namely Bach for the fugue and Haydn for the 2/4 Allegro finale. 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
19 See Lockwood, Beethoven: The Music and The Life, 458; and Cooper “The Two—Or Two Dozen—
Finales,” 12; and Barry Cooper, Beethoven and the Creative Process (Oxford: Clarendon Press, 1990), 214. 
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What is This “Little” Finale? 
In order to understand the later stages of composition of the second finale for Op. 
130, we must first understand its final form.  An exploration of this movement in terms of 
form, time-signature, influence, topic, and harmonic development will help to 
contextualize Beethoven’s compositional decisions near the completion of this 
movement.  Although it has developed a reputation as the “little” finale, it is quite long 
(at 493 measures) and has many unique attributes such as its hybrid sonata-rondo form 
and an off-tonic opening. 
This finale has been formally analyzed in three different ways: as sonata form, 
rondo form, and as a hybrid sonata-rondo form.  Given the great overlap between sonata 
and rondo form, the hybrid form has become a favorite choice in many analyses.  
However, scholars such as Edward Cone have acknowledged both forms but privileged 
one or the other.  For Cone, the aural experience of this movement has a great impact on 
the listener’s interpretation.  He claims that while the repeat of the exposition is a “clue 
that the movement can be read as a sonata-form,” listeners who do not hear this repeat are 
more likely to interpret the piece in rondo form, “concentrating only on themes and broad 
key areas.” 20  Ultimately, Cone’s prefers the rondo, because of the “rounded song form 
of the first theme and the balanced periodic construction of the third.”21  While I 
recognize the importance of a possible underlying rondo form, my analysis favors a 
sonata-form interpretation. 22  The harmonic outline and fluid treatment of themes helps, 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
20 Edward T. Cone, “Schubert’s Beethoven,” The Musical Quarterly 56 (1970), 781. 
21 Cone, “Schubert’s Beethoven,” 781. 
22 See Appendix C on p. 111 for a complete formal analysis of this movement.  
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in my opinion, to differentiate this piece from having rondo form. 
There is a strong case made for the presence of a hybrid sonata-rondo form as 
exemplified in the analyses of Leonard Ratner and Joseph Kerman.  While the key and 
melodic scheme fit sonata form, Ratner suggests that the A-flat Major episode in the 
opening of the development fits more of a rondo scheme.  Kerman also highlights this A-
flat Major episode as the strongest piece of evidence for this movement having distinct 
rondo-form features.  He describes this movement as having more “than its share of 
sophistication,” because it has “rondolike” qualities, but ultimately diverges from the 
standard form with “a darting, pianissimo little a b a’ structure with regular repeats.”23   
A discussion of the formal design would be incomplete without mention of the 
time signature.  This 2/4 finale emerges from an established history of Beethoven’s 2/4 
Allegro finales in a variety of compositional genres (see Table 1.5 on p. 12).  In addition 
to sharing a time signature and tempo marking, these finales share a simple, dance-like 
quality. This particular 2/4 finale not only shares qualities with other Beethoven 2/4 
finales but also with those of Haydn and Mozart.  For example, the second and fourth 
bars of the opening theme of Haydn’s String Quartet Op. 33 No. 3 are rhythmically 
identical to the second bar of the main theme of Beethoven’s Op. 130 second final (see 
Table 1.6 on p. 13).  Kerman’s clever description of the second finale makes note of a 
“homage” to Haydn when he describes the movement as a “quiet, sunny, Haydnesque 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
23 Joesph Kerman, The Beethoven Quartets (New York: Norton, 1967), 367. 
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Allegro” with an opening melody beginning with  “a ‘Clock’-Symphony viola ticking out 
an accompaniment figuration.” 24  
Table 1.5: Beethoven’s 2/4 Allegro Finales25 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
The movement was likely influenced by Haydn’s treatment of 2/4 finales including the 
harmonic layout and false recapitulation. 26  Beethoven’s  2/4 finale here also shares 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
24 Kerman, The Beethoven Quartets, 367; 371. 
25 Compiled with help of Georg Kinsky and Hans Halm, Das Werk Beethovens (Munich: G. Henle, 
1955).  
Op. 3 Allegro 
Op. 5 No. 2 Rondo. Allegro 
Op.7 Rondo. Poco Allegretto e grazioso 
Op.12 No. 3 Rondo. Allegro molto 
Op.15 Rondo. Allegro scherzando 
Op. 18 Nos. 1 & 2  Allegro; Allegro molto, quasi Presto 
Op. 18 Allegro molto, quasi Presto 
Op. 21 Adagio-Allegro molto e vivace 
Op.22 Rondo Allegretto 
Op. 25 Allegro vivace e dis in volta 
Op. 26 Allegro 
Op. 27 No. 1 Allegro vivace 
Op. 30 No. 3 Allegro vivace 
Op. 37 Rondo. Allegro 
Op. 43 Finale. Allegretto 
Op. 53 Rondo. Allegretto moderato 
Op. 54 Allegretto 
Op. 55 Finale. Allegro molto 
Op. 57 Allegro ma non troppo 
Op. 60 Allegro ma non troppo 
Op. 70 No. 2 Finale. Allegro 
Op. 78 Allegro Vivace 
Op. 96 Poco Allegretto 
Op. 92 Allegro con brio 
Op. 97 Allegro moderato 
Op. 101 Allegro 
Op. 102  Allegro vivace 
Op. 121a Allegretto 
Op. 130 Finale. Allegro 
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rhythmic, dance-like qualities with the 2/4 Allegro finale of Mozart’s Quintet in E♭ 
Major, K. 614 (see Table 1.6 below).27   
Table 1.6: Opening Themes for 2/4 Finales 
Beethoven: 
String Quartet 
Op. 130; 
Allegro  
Haydn: 
String Quartet 
Op. 33 No. 3; 
Rondo. Presto 
 
Mozart: 
Quintet in E♭ 
Major, K. 
614; Allegro  
 
Leonard Ratner has also discussed the topic of formal design and 2/4 finales and 
linked them together through his idea of a possible contredanse topic.  This topic idea 
emerges from Rosseau’s definition of contredanses in 1768 as melodies that are “often in 
duple time…well-articulated, brilliant, and gay,” and “since they must be heard many 
times,” quite simple.28  Ratner associates the opening themes presented in the exposition 
as having an “effervescent” contredanse style that is comparable to a “calisthenic 
exercise.”29  Ratner may have been the first to associate this movement with a topic, but 
other analysts such as Edward Cone have more generally associated the 2/4 meter with 
the “dance-like” feel of the movement.30 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
26 Kerman, The Beethoven Quartets, 371. 
27 Leonard Ratner, Classic Music: Expression, Form & Style, (New York: Schirmer Books, 1980), 14. 
28Rousseau, Jean-Jacques, Dictionnaire de musique (Paris: Chez la Veuve Duchesne: 1768), 122. 
29 Ratner, Classic Music, 14; and Leonard Ratner, The Beethoven String Quartets (Stanford: Stanford 
Bookstore, 1995), 230. 
30 Cone, “Schubert’s Beethoven,” 780.  
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Analytically it is important to note the ways in which this movement maintains a 
sense of a “Beethovenian imprint.” Although this piece seems to some to stand apart 
from the norms of Beethoven’s “late” style, it is important to note the ways in which this 
movement is clearly recognizable as a work by Beethoven.  For Ratner there are three 
such qualities: (1) “unflagging thrust” (2)  “scintillating give and take of part-writing” (3) 
“power of a macro-rhythm built on four-measure phrases and skillfully sprung at strategic 
moments.”31  Beethoven’s characteristic exploration of new formal and harmonic areas is 
evident in other subtleties of this piece such as the off-tonic opening.  In comparison to 
other off-tonic openings of movements such as the Eroica symphony finale, the finale of 
Op. 127, and the Grosse Fuge, the second finale does not use the harmony as a “lead-in” 
but rather as a separate idea.32  Harmonic development as a whole is “one of the great 
tours de force of this movement” in which “no pair of four-measure phrases begins and 
ends in (the) same key.”33  Even the “naturalization” of the A-flat Major (♭VII) section to 
the tonic in the development is striking in comparison to the typical dominant to tonic 
resolution one may expect at this turning point.34  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
31 Ratner, The Beethoven String Quartets, 231. 
32 Ibid. 
33 Ibid. 34	  Ibid.	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Facsimile 1.1: Gr. 10, f. 8v, mm. 144 to 149 
 
Transcription 1.1: Theme 3c in the Exposition (mm. 144 to 149) 
From Gr. 10, f. 8v (staves 1 to 4) 
 
Notes to the Transcription: 
(1) V1, m. 144: Inscription, “in 8va Basso” refers to the V1 part which should be an 
octave lower. 
(2) V2, m. 145: Placement of decrescendo and slur are shown as they appear on f. 8v. 
(3) Va & Vc, m. 146: Original Idea for a half-note on the pitch D? 
(4) V1, V2, Va & Vc, m. 147: Pasted down measure 
(5) V1, m. 147: Inscription “g-a” refers to both pitches in V1; Inscription “loco” indicates 
that the pitches beginning after m. 147 in V1 are now in the notated octave, and the “in 
8va Basso” direction, inscribed in m. 144 for V1 has ended. 
	  16	  
Facsimile 1.2: Gr. 10, f. 19v, mm. 387 to 393 
 
Transcription 1.2: Theme 3c in the Recapitulation (mm. 387 to 393) 
From Gr. 10, f. 19v (staves 1 to 4) 
 
Notes to the Transcription: 
(1) V1, V2, Va & Vc, m. 391: Pasted down measure. 
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Facsimile 1.3: Aut. 19c, f. 25v, mm. 144 to 149 
 
Facsimile 1.4: Aut. 19c, f. 36v, mm. 390 to 396
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Chapter 2: Theme 2a in the Exposition and Recapitulation 
Overview 
Beethoven’s later stages of development for theme 2a in the exposition are shown 
in mm. 39 to 50 on f. 20v to 21 of Aut. 19c and f. 3 to 3v of Gr. 10 (see Facsimiles 2.1 to 
2.4 and Transcriptions 2.1 to 2.3 on pp. 28 to 35).  His revisions reveal a preference for 
smooth voice-exchange and economical, yet inventive, use of thematic material.  In the 
recapitulation, Beethoven’s revisions for theme 2a reaffirm these preferences from the 
exposition, as shown in mm. 279 to 290 in Aut. 19c, ff. 31v and 32 (see Facsimiles 2.5 to 
2.6 and Transcriptions 2.4 to 2.5 on pp. 36 to 39).  Through an analysis of this material, I 
will offer a possible linear progression of creative steps for individual phrases, and 
suggest the possibility that Beethoven went back and forth between both manuscripts 
during this later stage of development. Before narrowing in on the specific cancellations 
Beethoven made within these manuscripts, an understanding of the final compositional 
form of this theme in context is necessary.  
What is Theme 2a? 
Theme 2a appears for the first time in mm. 39 to 51 of the exposition.35  A six-
measure transition from mm. 33 to 38 connects the end of theme 1a material in the 
second ending to this new theme in the dominant key of F Major.  There are three four-
measure statements of the theme, which follow the harmonic progression V, I, I in the 
key of B-flat major.  These four-measure phrases begin on m. 39, 43, and 47, and can be 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
35 See Appendix C on p. 111 for appearances of theme 2a. 
	  19	  
broken up additionally into two-measure groupings; the first group with motives A, B, C1 
or related variants, followed by the second group, with motive D (see Table 2.1 below).  
Table 2.1: Theme 2a: Thematic Material in B♭ Major 
Motives Musical Example 
A 
 
A1 
 
B 
 
C1 
 
 
C2 
 
C3 
 
D 
 
 
In the recapitulation, these four-measure phrases begin at m. 279, 283, 287, after a ten-
measure transition with theme 1a material from mm. 269 to 278.  The melody of motive 
B serves as the aural cue for the beginning of theme 2a and in the final version first 
appears in the second violin part and then is repeated twice in the first violin part one 
octave apart (see Table 2.2 on p. 20).   
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Table 2.2: Appearances of Motive B in Theme 2a (mm. 39 to 48) 
Instrument Measures Musical Example 
V2 39 to 40 
 
 
V1 43 to 45 
 
V1 47 to 48 
 
 
Motives A and C are characterized by a more legato melody in comparison to motive D, 
which follows with staccato notes.  Variants of these themes appear as early as m. 39, 
with the appearance of A1 in the cello, and collectively show Beethoven’s economical 
use of material for this section through manipulation.  My analysis of theme 2a will focus 
on the first two-measure grouping, with motives A, A1, B, C1, C2, and C3.   
Changes in the Exposition: Theme 2a 
In order to determine the order of the corrections found within f. 20v to 21 in Aut. 
19c and 3 to 3v in Gr.10, it is first necessary to study the layers of Beethoven’s creative 
process.  Although we may never be certain of the exact layers of development in each 
manuscript because of the unknown date of each revision, I have suggested that there are 
different versions of each manuscript, unique to each phrase of theme 2a in the 
exposition.  The first version of each manuscript is most difficult to understand, due to 
the nature of Beethoven’s revisions—mostly heavy cancellations in ink.  It is possible 
that multiple ideas may exist underneath a single cancellation, which would create 
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additional layers of development.  In terms of the development of ideas from Aut. 19c to 
Gr. 10, the revisions are not always consecutive.  It is possible that Beethoven went back 
and forth between work in each manuscript, and so later versions of Aut. 19c may have 
come after early versions of Gr. 10.  My analysis and interpretation here, and in each 
chapter, will provide a first step towards understanding these stages of development, 
leaving open the opportunity for further study of these many revisions.  
If we focus on the opening four-measure phrase in mm. 39 to 40 and trace the 
development of ideas, we find that the first violin is the only part to undergo substantial 
thematic revisions (See Transcription 2.1 on p. 30).  Aut. 19c (v.1) begins with motive B 
in the first violin part, and the beginning of an eighth-note figure, possibly motive C, in 
the second violin part.  After only writing in the first pitch, A, for the second violin, it is 
possible that Beethoven quickly abandoned this idea, in favor of returning to the first 
violin part.  Here, he cancels motive B in favor of motive A, and lowers motive B to the 
second violin part. Beethoven’s decision to replace motive B with motive A in Aut. 19c 
(v.2) affects the opening in two distinct ways: (1) it places the main thematic idea, motive 
B, in a lower voice, allowing for a dramatic return of motive B in the first violin in m. 43 
and m. 47, and (2) it creates motive A, which is soon varied in the cello line below, 
displaying Beethoven’s economical use of motives from the opening measure. 
The second four-measure phrase beginning in m. 43 presents a new challenge—
additional parts with major thematic revisions, and the possibility of Beethoven going 
back and forth between work in both manuscripts.  The revisions Beethoven makes to the 
first and second violin parts here are particularly interesting because the first and final 
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stages of development in both manuscripts reveal the same thematic material.  In the first 
version of each, motive A is in the first violin, and motive B is in the second violin.  In 
the final version of each, motive B is in the first violin and motive A is in the second 
violin.  Beethoven also made revisions in the viola part.  Originally, he considers motive 
A, which would have doubled the first violin part.  He replaces motive A with a new 
variant of C1—C2.  This new motive appears in the viola part in mm. 43 to 44 in Gr. 10 
and the final version.  Therefore, I suggest the following linear progression of ideas for 
theme 2a, in mm. 43 to 44 (see Transcription 2.2 on p. 32). 
(1) Aut. 19c (v.1): V1: motive A, V2: motive B, Va: motive A, Vc: motive C1 
(2) Revisions made to Aut. 19c (v.2): V1: motive A, V2: motive B, Va: motive 
C2, Vc: motive C1 (up an octave) 
(3) Copied this material into Gr. 10  
(4) Gr. 10 (v.1): V1: motive A, V2: motive B, Va, motive C2, Vc: motive C1 
(5) Return to Aut. 19c and makes revision (v. 3): V1: motive B, V2: motive A, 
Va: motive C2, Vc: motive C1 
(6) Return to Gr. 10 (v.2): V1: motive B, V2: motive A, Va: motive C2, Vc: 
motive C1 
Given that these last two steps involve the same revision, it is possible that they were 
reversed.  If this was the case, and Beethoven returned to Aut. 19c after completing the 
desired changes for Gr. 10, it would highlight the importance of this decision.  
Beethoven’s revisions for the final four-measure phrase of theme 2a, in mm. 47 to 
48, are especially difficult to decipher in both manuscripts (see Facsimiles 2.1 to 2.4 on 
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pp. 28 to 29 and Transcription 2.3 on p. 34).  The opening of this phrase shows thematic 
revisions made to the second violin, viola and cello part, in a seemingly straightforward 
linear progression of ideas from Aut. 19c (v.1) to Gr. 10 (v.2).  In both of the early stages 
of development for the second violin and viola part in Aut. 19c, Beethoven considers 
creating a variant of C2.  In the second violin, he changes the melodic contour of the first 
measure, and keeps the syncopated idea of the second measure, now in a descending 
pitch pattern.  In the viola, he creates a new first-measure rhythm with quarter notes, and 
changes the melodic contour of the second-measure eighth notes.  This new idea may 
actually represent a new motive altogether, however, the appearances of eighth notes in 
the second measure help to support the labeling of C2, as a variant of C1.  In later stages 
of development in Aut. 19c, Beethoven decides to bring C2 from the viola to the second 
violin through voice-exchange, and place a new variant of C2—C3—in the viola.  By the 
time Beethoven reaches Gr. 10, he is still working out the particulars of these motives, for 
example, in the pitch revisions found in the second violin in m. 48. 
 Beethoven also makes revisions to the cello part in mm. 47 to 48, replacing 
motive C1 in Aut. 19c (v.1 & 2), to motive A in Gr. 10 (v.1), and finally, back to motive 
C1 in Gr. 10 (v.2).  Although the idea for motive A in Gr. 10 is very faint, the slur 
between m. 47 and m. 48 helps to support this motive’s early appearance (see Note (4) in 
Notes to the Transcription for Transcription 2.3 on p. 33).  This is the first time where an 
idea in Gr. 10 is not found in the previous manuscript, Aut. 19c.  The final form of this 
phrase favors the use of motive C1, and its two variants, C2 and C3.  
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Changes in the Recapitulation: Theme 2a 
Beethoven’s final version of theme 2a as it appears in the recapitulation in mm. 
279 to 290 presents an even more economical use of thematic material (see Facsimiles 
2.5 to 2.8 and Transcriptions 2.4 to 2.5 on pp. 36 to 40).  His preference for using the 
held quarter notes of motive A to support the main melody of motive B is shown in the 
revisions for this section in Aut. 19c (v.1 & v.2). For example, in mm. 279 to 280, in the 
first phrase of theme 2a in the recapitulation, Beethoven makes a switch between the 
material found in the second violin and viola parts with the cello part.  Specifically, he 
replaces the variant of a C1 motive in the second violin and viola with motive A, and 
replaces motive A in the cello with a variant of motive C1.  This switch creates a 
doubling of the appearance of motive A, instead of a doubling of the variant of the 
motive C1, and more broadly serves to support the melody of motive B in the uppermost 
voice without the distractions of too many eighth notes. 
Another important change Beethoven makes in this section is in the second phrase 
of theme 2a in the recapitulation, in mm. 283 to 284.  Specifically, Beethoven replaces 
motive B in the second violin with motive A, and motive A in the viola with motive B.  
This change in voicing places the main melody in a lower solo voice, which helps to 
create a more dramatic return of motive B in the first violin part, in the tonic key, for the 
last time in this piece in m. 287.  Additionally, this change keeps motive A in close 
voices, and voice exchange of motive A from V2 and Va in m. 279 to V1 and V2 in m. 
283 (see Table 2.3b on p. 26).  Since Beethoven made no significant changes to his score 
in Gr. 10 for theme 2a in the recapitulation, it is likely that changes made in Aut. 19c 
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reveal the earliest layer of revisions for this section (compare Facsimiles 2.5 to 2.6 of 
Aut. 19c on p. 36 to Facsimiles 2.7 to 2.8 of Gr. 10 on p. 40).  Overall, by bringing 
motive B to the forefront of melodic interest Beethoven is able to accomplish the same 
goal of theme 2a in the exposition—clear voice-exchange—but even more economically 
than before in terms of individual motives used.   
Interpretation of Revisions 
Analysis of Beethoven’s revisions regarding theme 2a material in the exposition 
and recapitulation offers us insight into two key areas of concern: (1) preference for 
smooth voice-exchange, and (2) economical use of thematic material.  Beethoven makes 
sure to link his motives from voice to voice, as shown in the final version of theme 2a in 
the exposition and recapitulation (see Table 2.3a and Table 2.3b on p. 26).  Interestingly 
enough, he maintains the same pattern of motives for the final phrase in both sections (m. 
47 and m. 287).  A good example of this strategy is shown in the viola line in the 
exposition from the second phrase (mm. 43 to 44) to the third phrase (mm. 47 to 48).  If 
we recall, in mm. 43 to 44 of Aut. 19c (v.1), Beethoven places motive A in the viola.  
While this is also preceded by the appearance of motive A in the cello, it doubles 
thematically with the first violin.  It is possible that at this point Beethoven felt he needed 
to create a new variant if he wanted to follow his pattern of clear voice exchange with no 
doubling of parts—motives A, B and C1 were already in use here.  In Aut. 19c (v.2), we 
see the first appearance of a new variant of C1—C2.  With this new idea, Beethoven is 
able to create clear voice exchange between the viola and second violin from mm. 43 to 
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44 to mm. 46 to 47, and later, create other variants of C1, namely C3, for the theme 2a 
phrase beginning in m. 47. 
Table 2.3a: Voice Exchange for Theme 2a in Final Version: Exposition 
Table 2.3b: Voice Exchange for Theme 2a in Final Version: Recapitulation 
 
As a whole, this section focuses on the manipulation of a small amount of 
thematic material.  Beethoven’s development of motive C1 throughout this section 
provides evidence for this type of creative strategy.  In comparison to the other thematic 
ideas, C1 proves to be the most easily manipulated, as seen in Beethoven’s creation of 
different melodic contours and rhythmic groupings from the original.  In each of the 
opening measures to the three statements of theme 2a, a new C theme appears: m. 39 
(C1), m. 43 (C1 & C2), m. 47 (C1, C2 & C3).   Even at the end of the recapitulation, 
Beethoven considers placing a retrograde of the rhythm of C2 in the viola in m. 287. 
Musical Example 2.1: Retrograde C2 Idea in Va, m. 287 
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Musical Example 2.1 on p. 26 is a transcription of this idea from the cancelled layer in 
Aut. 19c (v.1) on f. 32.  If we consider motives A and B, it makes sense that Beethoven 
would not substantially alter them harmonically or thematically given their purpose in the 
section—motive A extends a held pitch over two measures, and motive B is the main 
melody and aural cue for this theme.  Overall, Beethoven is able to create diversity while 
maintaining a pattern of clear voice-exchange for these ideas.  
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Facsimile 2.1: Aut. 19c, f. 20v, mm. 33 to 42 
 
Facsimile 2.2: Aut. 19c, f. 21, mm. 43 to 52 
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Facsimile 2.3: Gr. 10, f. 3, mm. 37 to 44
  
 
Facsimile 2.4: Gr. 10, f. 3v, mm. 45 to 52
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Transcription 2.1: Development of 1st Theme 2a Phrase in Exposition (mm. 39 to 42): 
From Aut. 19c, f. 20v (staves 6 to 9) & Gr. 10, f. 3 (staves 1 to 4 and 6 to 9) 
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Notes to the Transcription: 
(1) V2, m. 39: Idea for eighth notes in beginning of measure abandoned. 
(2) Va, m. 41: Beethoven considers different eighth notes originally? 
(3) Vc, m. 41: In earlier stage of development, Beethoven considers a slur from the half 
note on the pitch F in m. 40 to ascending eighth notes starting on the pitch F in m. 41.  
This idea is later cancelled, and Beethoven drafts a new idea for eighth notes in the 
second half of the measure, also starting on the pitch, F?  Final version, as shown above, 
makes appearance in the last part of the measure.   
(4) Va, m. 42: Original second pitch may have been different; possibly the pitch C, one 
octave below middle C? 
(5) V1, m. 40: Faint idea cancelled, possibly motive A? 
(6) V1, m. 41: In earlier stage of development, Beethoven considers use of middle C 
instead of an octave higher. 
(7) Vc, m. 41: Original first pitch may have been different? 
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Transcription 2.2: Development of 2nd Theme 2a Phrase in Exposition (mm. 43 to 44): 
From Aut. 19c, f. 21 (staves 1 to 5) & Gr. 10, f. 3 (staves 6 to 9) & f. 3v (staves 1 to 4) 
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Notes to the Transcription: 
(1) Vc, m. 43 to 45: From “=de” in cue staff; f. 21, stave 5. 
(2) V1, m. 43 to 44: Very faint idea in pencil for motive A.  Below is an enlargement of 
m. 44, where there appears to be a half note on the pitch F.  There is no visible presence 
of a half note on the pitch F in the preceding m. 43.  However, there is a slur from m. 43 
to m. 44, presumably written in at the same time, in pencil. 
 
  
 
(3) Vc, m. 43 to 45: From “=de” in cue staff; f. 21, stave 5. 
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Transcription 2.3: Third Theme 2a Phrase in Exposition (mm. 47 to 48): 
From Aut. 19c, f. 21 (staves 1 to 4) & Gr. 10, f. 3v (staves 1 to 4) 
   
   
 
 
 
Notes to the Transcription: 
(1a) & (1b) V2 & Va, m. 47: Slur cancelled in both parts from m. 47 to m. 48 
(2) V2, m. 48: Cancellations on the second and fourth pitches appear to have an original 
pitch of E♭? 
(3) Va, m. 47: Scratches indicate that there may have been another original idea, possibly 
similar to the quarter note idea in Aut. 19c (v.1)? 
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(4) Vc, m. 47 to 48: Very faint idea for motive A; note slur between m. 47 and m. 48 (see 
enlargement below).  While I have indicated in my transcription that the pitch is F, it may 
also have been B♭, if one examines closely the scratch between the pitches D and E♭ in 
m. 47.  However, the scratch in m. 48 more closely aligns with the pitch F.  
 
(5) V2, m. 48: Cancellations on the second and fourth pitches appear to have original 
pitches of A and E♭, respectively.	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Facsimile 2.5: Aut. 19c, f. 31v, mm. 271 to 282 
 
Facsimile 2.6: Aut. 19c, f. 32, mm. 283 to 291 
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Transcription 2.4: Theme 2a in Recapitulation (mm. 279 to 290): 
From Aut. 19c (v.1), f. 31v (staves 6 to 9) through f. 32 (staves 1 to 4 and 6 to 9) 
 
Notes to the Transcription: 
(CS) Folio 32, stave 6: Cue staff used in pencil, similar melody as to V2 (m. 283 to 286)? 
(1) V1, m. 279: Idea for quarter note on the pitch Bb at beginning of measure. 
(2) Vc, m. 279 to 80: Idea for motive A, on lower pitch F (below middle C); half note 
only visible in m. 280. 
(3) Vc, m. 282: Quarter note on the pitch F (below middle C) in the lower left hand 
corner? 
(4) V1, m. 281: Articulation is transcribed as it appears in Aut. 19c; Compare to Gr. 10 
and GA, where all pitches have staccato articulations. 
(5a) & (5b) V1 & V2, m. 282: Uncertain of original pitch for third eighth note.  
(5a) V1: Originally pitch G or B♭? 
(5b) V2: Original pitch G? 
(6) V2, m. 283: Three ideas for half notes: Original idea, as shown in my transcription, is 
a half note on the pitch B♭ tied to sixteenth notes in m. 284; possible second idea, half 
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note on pitch E♭ (appears at beginning of m. 283 no slur attached); final idea, half note 
on the pitch Bb tied to another half note on the pitch, Bb in m. 284. 
(7) V1, m. 285: Inscription “loco” indicates that the pitches beginning after the slur from 
m. 282 to 283 on the pitch B♭ are now in the notated octave, and the “in 8va” direction, 
inscribed in m. 283 for V1 has ended. 
(8a) & (8b) V2, m. 285 to 286: Uncertain of original pitches for V2. 
(8a) Looks like 3 layers of ideas for m. 285: First layer has eighth notes that are 
difficult to decipher in beginning of m. 285, possibly ascending pitch order. 
Second layer of eighth notes difficult to decipher, because they are possibly 
underneath the final pitches, as per my transcription (B♭, G, E♭, F). 
(8b) Original Idea for m. 286 cancelled in second part of measure, possibly with 
differently pitched eighth notes. 
 (9) Vc, m. 285: Uncertain of original pitches. 
(10) V1, m. 286: Appears to be an extra eighth note written in, possibly on the pitch B♭. 
(11) V1, m. 287: Appears to have another original idea, with name of pitch written in 
pencil below measure? 
(12) V1, m. 288: Original first pitch for group of sixteenth notes may be represented by 
what is cancelled at the beginning of the measure. 
(13) V2, m. 288: Different pitch at end of measure for either eighth note or quartet note? 
(14) Va, m. 288: Original eighth note idea at end of measure, possible descending 
pattern? 
(15) V1, m. 289 to 90: Original pitches different; in m. 290, only three eighth notes 
originally notated in descending order of pitches (starting above middle C): E♭, C, A.  
Idea cancelled before completed. 
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Transcription 2.5: Theme 2a in Recapitulation (mm. 279 to 290): 
From Aut. 19c (v.2), f. 31v (staves 6 to 9) through f. 32 (staves 1 to 4 and 6 to 
 
Notes to the Transcription:	  
(1) V1, m. 281: Articulation is transcribed as it appears in Aut. 19c; Compare to Gr. 10 
and GA, where all pitches have staccato articulations. 
(2) V1, m. 282: Beethoven inscribes “d” and “B” below the VI part for clarity during the 
pitch revision process. 
(3) V1, m. 285: Inscription “loco” above pitches beginning after the slur from m. 282 to 
283, on the pitch B♭ are now in the notated octave, and the “in 8va” direction, inscribed 
in m. 283 for V1 has ended. 
(4) Vc, m. 286: Beethoven inscribes “f” below the Vc part for clarity during the pitch 
revision process. 
(5) V2, m. 289: Notation of the stems is such that the original four eighth notes are 
together, but after a revision and the cancellation of the last pitch in favor of a new pitch 
at the beginning of the measure, the notation is such that the stem of the first new eighth 
note is not together with the other three.  I have added them together here, as the original 
conception of the measure was for four eighth notes with attached stems.   
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Facsimile 2.7: Gr. 10, f. 14v, mm. 271 to 282 
 
 
Facsimile 2.8: Gr. 10, f. 15, mm. 283 to 294 
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Chapter 3: Theme 1a in the Development 
Overview 
Beethoven’s planning of the development section reveals a concern for creating 
momentum towards the recapitulation.  His use of theme 1a material from the exposition 
features only one full statement of theme 1a material, focusing primarily on the 
expansion of the later two motives—o and p.  This placement of motives builds tension 
towards the next full statement of theme 1a —first in the false recapitulation in m. 225, 
and finally in the authentic recapitulation in m. 233.  These choices are closely related to 
the balance of the development section in terms of the whole movement.  Of the 493 
measures of this finale, only sixty-one are dedicated to the development.  The sketch 
material found within Aut. 19c f. 26 to 28v and Gr. 10 f. 9 to 11v, suggests that 
Beethoven was eager to condense the development section whenever possible (see 
Facsimiles 3.3 to 3.13 on pp. 51 to 56). 
Momentum and Theme 1a 
Theme 1a consists of motives m, n, o, and p, and appears only fourteen times in 
full, in the same voice in this finale (see Table 3.1 on p. 42).  It emerges at the opening of 
the exposition in mm. 3 to 6 in the first violin, and outlines the dominant-seventh chord 
on g, in the off-tonic opening in c-minor.  In the development, Beethoven places theme 
1a in full in the opening measures, mm. 162 to 165, in the second violin part, where it is 
in f minor (see Musical Example 3.1 on p. 42).   It is surrounded by motives m and n 
which appear together three times in the opening seven measures before the key change 
in m. 168: (1) V1, mm. 164 to 165, (2) V2, mm. 162 to 163 and (3) Vc, mm. 166 to 167.  
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There are three specific revisions which highlight alternative ideas for this placement of 
theme 1a in full, and appearances of motives m and n together later in the section: (1) 
Aut. 19c, f. 26, V1: mm. 164 to 167 (2) Aut. 19c, f. 26v, V1: mm. 170 to 172 and (3) Aut. 
19c, f. 27 (mm. 177a to 177k).36 
Table 3.1: First Appearance of Theme 1a Motives in the Exposition: V1 (mm. 3 to 6) 
 
Musical Example 3.1: Theme 1a in the Opening of the Development (mm. 161 to 167) 
 
As shown in Aut. 19c, f. 26, mm. 164 to 167, there is a possibility that Beethoven 
originally placed theme 1a in full in both the first and second violin parts (see 
Transcription 3.1a on p. 43).  During a later stage of development, he decided to keep 
theme 1a in full in the second violin, and divide theme 1a into two parts in the first violin 
(see Transcription 3.1b on p. 43).  By shifting motives o and p from the first violin down 
to the second violin in mm. 166 to 167, Beethoven weakened the appearance of theme 1a 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
36 Folio 27 contains material between m. 177 and 178 of the final version.  Therefore, all measures here 
have been labeled 177a to 177k accordingly. 
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in the first violin and in the opening measures of the development, giving priority to the 
single full statement of theme 1a in the second violin. 
Transcription 3.1a: Theme 1a in Full Idea in V1 (mm. 162 to 167) 
From Aut. 19c (v.1), f. 26 (staves 1 to 4 and 6 to 9) 
 
Transcription 3.1b: Theme 1a Divided Between V1 and V2 (mm. 162 to 167) 
From Aut. 19c (v.2), f. 26 (staves 1 to 4 and 6 to 9) 
 
As shown in the sketch material in Aut. 19c, f. 26, the two original appearances of 
motive n and o in m. 165 complicate this theory (see Facsimile 3.1 on p. 44).  In 
particular, the original appearance of motive n in the first violin may have been a variant 
of the original motive, with a set of four sixteenth notes instead of two eighth notes for 
the second beat.  However, given the central placement of the first group of sixteenth 
notes, and the visible presence of pitches E and F in the cancelled material to the right, it 
is likely that the original appearance of motive n closely resembled that of the final 
version.  In terms of the second violin, it is possible that motive o may have originally 
appeared as the fourth motive p, which would have condensed the full statement of theme 
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1a in the second violin.  During a later stage of revision, Beethoven fixed this motive so 
that theme 1a appears in full in the second violin in mm. 162 to 165.  In terms of a linear 
progression of revisions for this section, I think that it was likely that Beethoven first 
placed theme 1a in full in the first violin, then in condensed form in the second violin.  
Upon deciding that theme 1a was best suited for the second violin part, possibly because 
it already had appeared first in the first violin in the exposition, Beethoven fixed the 
appearance of motive o in the second violin, and divided theme 1a in the first violin.  
Although we may never know if theme 1a appeared in full on paper at the same time in 
both violin parts, the possible stages of development for these opening measures help us 
to understand the desired shape of this section as will be shown by the following 
revisions for this section. 
Facsimile 3.1: Aut. 19c, f. 26, m. 165: V1 & V2 
 
In Aut. 19c, f. 26v, Beethoven considered placing motive m followed by two 
appearances of motive n in the opening three measures in the first violin in mm. 170 to 
172 (see Transcription 3.2 on p. 45).  This idea was later cancelled, in favor of running 
sixteenth notes to accompany motive o in the lower voices on this folio, as indicated by 
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Beethoven’s inscriptions, “Vi=” above the cancelled material in the first violin, and 
“=de” above the cue staff.  Although the original idea is cancelled here, it is not removed 
entirely from the movement.  Beethoven’s final decision to bring this idea to an earlier 
place in the development, mm. 168 to 169, serves to further restrict theme 1a motives m 
and n to the opening few measures of the development.   
Transcription 3.2: Motives m and n (mm. 170 to 172) 
From Aut. 19c (v.1), f. 26v (stave 1) 
 
Presumably, before these above two revisions were made restricting theme 1a in 
full, and motives m and n to the opening seven measures of the development, Beethoven 
considered yet another instance of motives m and n further along in his original version 
of Aut. 19c.  Measures 177a to 177c on f. 27 present a unique example of theme 1a with 
the consecutive appearance of motive m, a possibly altered version of motive n, and 
motive o (see Transcription 3.3a on p. 46 and Transcription 3.5 on p. 59).  For motive n, 
it is difficult to tell if Beethoven’s inscription “F,” correlates to one, two or three 
pitches.37  Nonetheless, the descending four sixteenth notes and pitches E and F in the 
second beat highly resemble motive n, and therefore, I have labeled it as motive n1.  
Interestingly enough, motive n1 does not appear in the final version between mm. 170 
and 206, but rather a new grouping of sixteenth notes altogether appears.  Now some 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
37 This pitch pattern with two of a kind is observed in Aut. 19c f. 27 in the third measure of the second 
violin part, and the fourth measure of the cello part.  It does not appear in the final version.   
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measures in the final version begin with descending sixteenth notes.  However, their 
second beat has sixteenth notes that sometimes repeat the last two pitches from the first 
beat, but overall are characterized by different pitch patterns and melodic contours which 
serve to accompany the other voices and help to keep the momentum of the section 
driving forward (see Transcription 3.3b below).   
Transcription 3.3a: Motives m and n1 on Cancelled f. 27 (mm. 177a to 177f): 
From Aut. 19c (v.1), f. 27 (staves 1 to 4) 
 
Transcription 3.3b: Sixteenth Notes in the Development: Motive n3 (mm. 170 to 177) 
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Determining the linear progression of revisions for this section is complicated by 
the possibility of multiple layers and the inscription “bleibt” meaning “keep” on f. 26 (see 
Facsimile 3.3 on p. 51). After comparing the final form of the movement with the 
revisions found in Aut. 19c and Gr. 10, I suggest the following linear progression of the 
selected revisions for the development:  
(1) Aut. 19c (v.1): Beethoven writes out V1, from mm. 161 to 177 in f. 26 to 26v, 
and V2, mm. 161 to 165 in f. 26. 
(2) Composes f. 27. 
(3) Cancellations of f. 26. 
(4) Cancellation of entire f. 27: inscription “aus” to cut out of the piece. 
(5) Inscription of “bleibt” twice on f. 26; Cancellations and continuation of ideas  
from f. 26 onward, including revisions such as “Vi=” and “de” in the first violin 
part in f. 26v. 
(6) Material copied into Gr. 10 (v.1) in f. 9 to 11v. 
(7) Revisions to Gr. 10 (v.1): now Gr. 10 (v.2) in f. 9 to 11v. 
The first and fourth stages of development outlined here require further explanation.  The 
reason I believe Beethoven only wrote out the first violin part and a few measures of the 
second violin part for this first layer of ideas stems from three observations in the sketch 
material for these indicated measures (see Facsimile 3.3 to 3.5 on pp. 51 to 52):  
(1) These indicated measures for V1 and V2 are the only measures where known 
revisions exist. 
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(2) The ink in these measures is lighter than those of the cancellations and lower 
voices.  
(3) The presence of the inscriptions, “8va” in V2, and “8va violine” in Va, in m. 
168 on f. 26 appear with the same dark ink, as the second layer of V1 in the same 
measure. 
However, mm. 175 to 177 on f. 26v, in the second system, present a problem for this 
theory, as they lack an original layer of first violin material.  It is possible that Beethoven 
skipped these measures and continued his ideas in the last measure of this system.   
The inscription “bleibt” appears two times in m. 164—once above the first violin 
part and second in the cello line (see Facsimile 3.3 on p. 51).  There is also a cancelled 
inscription above the first violin part, most likely “bleibt” written in pencil.  While it is 
difficult to determine what exactly Beethoven wanted to “keep” in this section, it is my 
hypothesis that Beethoven wrote out the first layer in Aut. 19c, cancelled selections of it 
in f. 26, cancelled the entire f. 27, then wrote in “bleibt” twice and revised and filled in 
the other voices accordingly continuing through the next folio.  The double appearance of 
this word may have been the result of Beethoven’s desire to emphasize the necessity of 
these measures.  It is also a possibility that he went back and forth between deciding to 
keep these measures and so he wrote it a second time more definitively in the cello part.  
What is most important to recognize here is that in these final steps Beethoven 
determined the layout of the development, and the final placement of theme 1a in full.  
Any material related to a phrase opening with motive m later in the movement, such as in 
f. 26v and f. 27, is excluded.  Keeping motives m and n in the opening gives the rest of 
 49	  
the development a unique thematic shape, characterized by the elongation of theme 1a 
with a preference for the later two motives—o and p. 
Further Considerations for Momentum and Sectional Balance 
In addition to Beethoven’s desire to create momentum through his repetition of 
motives o and p leading to the next full statement of theme 1a in the false recapitulation, 
he also creates momentum by the exclusion of a strong cadence with all voices having the 
same rhythm and pause.  Using running sixteenth notes was an idea Beethoven used in 
parts of the second theme group in the exposition.  In the development, he uses them for 
accompaniment, to keep the forward momentum despite the obvious repetition of 
thematic material such as motives o and p. Although Gr. 10 does not reveal many 
revisions for this section, as shown in Transcription 3.4 on p. 57, it does contain one 
important change related to this idea observed in the cancelled cadence found in Gr. 10 f. 
9v, m. 170, in the first system, as in Facsimile 3.2 on p. 50.  Instead of ending the phrase 
on what appears to be a dominant chord on a quarter note, presumably mid-way through 
writing in the next measure-line, Beethoven cancelled each note individually with 
multiple lines in ink for emphasis.  Throughout the section, there are a few areas of 
thinning of material such as when new phrases with theme 1a material enter in m. 178 
and m. 189; however running sixteenth notes usually thread the phrases together and 
avoid strong cadential endings.  
Beethoven considered having a longer development.  Although my analysis 
supports the idea that his decision to cancel f. 27 in Aut. 19c was primarily based upon 
the appearance of theme 1a in the first violin, there are a total of twelve measures of 
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material to consider.38  By shortening the development, Beethoven is able to focus the 
listener’s attention on other subtleties of the movement, such as formal and thematic 
manipulation of ideas and exploration of unique key areas such as A♭ Major.  This 
decision may have been influenced by his previous writing for the original Grosse Fuge 
finale, which has a substantially longer development of ideas and repeated material.  
Beethoven’s writing here is more economical and condensed, though purposeful. 
Facsimile 3.2: Gr, 10, f. 9v, m. 170 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
38 These 11 measures include the first measure on folio 27v. 
 51	  
Facsimile 3.3: Aut. 19c, f. 26, mm. 159 to 169 
 
Facsimile 3.4: Aut. 19c, f. 26v, mm. 170 to 178 
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Facsimile 3.5: Aut. 19c, f. 27, Cancelled measures between mm. 177 and 178 
 
Facsimile 3.6: Aut. 19c, f. 27v, mm. 178a to 189 
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Facsimile 3.7: Aut. 19c, f. 28, mm. 190 to 199 
 
Facsimile 3.8: Gr. 10, f. 9, mm. 156 to 167 
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Facsimile 3.9: Gr. 10, f. 9v, mm. 168 to 175 
 
Facsimile 3.10: Gr. 10, f. 10, mm. 176 to 186 
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Facsimile 3.11: Gr. 10, f. 10v, mm. 187 to 194 
 
Facsimile 3.12: Gr. 10, f. 11, mm. 195 to 204 
 
 56	  
Facsimile 3.13: Gr. 10, f. 11v, mm. 205 to 218 
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Transcription 3.4: Beginning of Development Gr. 10 (mm. 161 to 175) 
From Gr. 10, f. 9 (staves 6 to 10) through f. 9v (staves 1 to 4 and 6 to 9)  
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Notes to the Transcription: 
(1) All parts, m. 161: Measure squeezed in. 
(2) mm. 162 to 163: Cue staff used in stave 5, possibly contains ideas for second violin? 
(3) V1, m. 166 to 167: Original idea for notes instead of rest as indicated by scratches; 
possibly motives o and p as in V2 and Vc below.  This original idea would keep theme 1a 
in full in the first violin, rather than breaking it apart. 
(4) Vc, m. 167: In final version, p dynamic marking appears; however it is absent here. 
(5) V1, m. 168 to 169: Different original pitches? 
(6) All parts, m. 170: Original idea for a cadence on the dominant chord with quarter 
notes?  Measure line written halfway in before Beethoven decides to cancel this idea 
individually in each part in favor of continuing the melody in the violins.  
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Transcription 3.5: Cancelled Ideas between mm. 177 to 178 
From Aut. 19c, f. 27 (staves 1 to 4 and 6 to 9) through f. 27v (staves 1 to 4) 
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Notes to the Transcription: 
(1) Va, m. 177a: The two notes that appear as quarter notes, but may have been intended 
as eighth notes even though they are not beamed as such. 
(2) V1, m. 177b: Inscription “(F)” correlates to either the first pitch, the first and fourth, 
or all the three final pitches (as seen with the pitch G in V1, m. 177e) 
(3) V1, m. 177c: Original Ideas in Pencil?  
(4) V1, m. 177h: Four notes together in the upper left-hand corner of this measure that 
represent a possibly new first beat for the measure, on pitches F, A, G, E. 
(5) V1, m. 177h: Second beat, Original sixteenth notes may have been E, F, E, F. 
(6) V2, m. 177h: Second beat, original sixteenth notes may have been G, G, G, C. 
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Chapter 4: Considerations for the Recapitulations 
Overview 
The appearances of both a false and authentic recapitulation are among the many 
“Haydnesque” qualities in this finale, and their purpose in this movement, the last one 
Beethoven writes, challenges our understanding of his “late style.”  The revisions for the 
opening of both of these recapitulations reveal Beethoven’s desire to play a trick on his 
audiences through manipulation of theme 1a material and harmonies.  They are shown in 
mm. 223 to 239 in Aut. 19c, f. 29v and 30 and in Gr. 10, f. 12 and 12v in addition to mm. 
247 to 254 in Aut. 19c, f. 30v and Gr. 10, f. 13. (see Facsimiles 4.1 to 4.6 on pp. 73 to 
75).  Within these folios, there are three prominent areas of revisions, listed here in the 
order of their appearance: (1) placement of the bouncing eighth-note octaves to introduce 
theme 1a material in mm. 223 to 224 and mm. 231 to 232, (2) voicing of theme 1a at the 
opening of the tonic recapitulation in mm. 233 to 239, and (3) similar treatment of theme 
1a texture after the appearance of theme 1b in mm. 248 to 284 in the recapitulation as in 
mm. 25 to 32 in the exposition.  These revisions will be discussed in terms of their stages 
of development and overall effect, and will be compared to their treatment in the 
exposition. 
Part I: Theme 1a in the Recapitulations 
The sketch material in Aut. 19c, f. 29v reveals that Beethoven struggled more 
with the idea of how to introduce the false recapitulation than how to create it (see 
Facsimile 4.1 on p. 73).  Specifically, the inclusion of bouncing eighth-note octaves to 
introduce theme 1a in the false recapitulation (mm. 223 to 224), similar to those that 
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introduce theme 1a in the exposition (mm. 1 to 19 in the viola), came at a later stage of 
development (see Facsimile 4.1 on p. 73).  There are four different versions for these two 
measures in three different places on f. 29v: (1) squeezed-in measures between mm. 223 
and 225 in first system, (2) two measures at the end of first system and (3) two measures 
at the end of the second system with two versions (see Table 4.1 on p. 63).  
The original two tiny measures between mm. 222 and 225 on f. 29v have written 
parts for the first and second violin and the viola (see Table 4.1 on p. 63).  Given the lack 
of a notated cello part, it is likely that Beethoven abandoned this tiny space after writing 
in the viola part, and cancelled it in favor of using the slightly more open space at the end 
of the same system to revise these two necessary measures.  This flow of ideas is implied 
by Beethoven’s accompanying inscriptions “Vi=” above the two tiny measures and “=de” 
above the new two measures at the end of the first system.  In this transition, Beethoven 
carried over his idea for bouncing eighth-note octaves on the pitch D in the second violin 
part, but was still uncertain about the other voices.  This is shown by his decision to 
include yet another “=de” inscription for two new measures at the end of the second 
system, directly below.  In this space, Beethoven originally considered having the 
bouncing eighth-note octaves in the first violin and then in the viola, both on the pitch D.  
Although these two measures present a new idea for voicing, it is likely that they came 
after the two measures at the end of the first system, because the second layer here 
contains the final version.  The only difference is found in the second violin part, where 
Beethoven writes in only two eighth-note octaves on the pitch D, instead of four.  It is 
likely that Beethoven understood this measure as having two sets of octaves, because 
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there is no quarter note rest in the measure.  Overall, the inclusion of these bouncing 
eighth-note octaves helps Beethoven to create the desired surprise for his audience in the 
false recapitulation with an aural cue for the introduction of theme 1a material as in the 
exposition. 
Table 4.1: Transformation of mm. 233 to 224 in Aut. 19c, f. 29v 
(1) Squeezed in Measures between mm. 223 to 225 
 
 
(2) End of First System 
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(3) End of Second System 
 	   	  
	  
 
 In comparison to Beethoven’s approach to the false recapitulation, where 
inclusion of the bouncing eighth-note octaves was a primary concern, his approach to the 
tonic recapitulation was centered upon the voicing of this material.  In the final version, 
Beethoven placed two pairs of bouncing eighth-note octaves in m. 231 in the second 
violin on the pitches E♭ and D, followed by those in m. 232 in the viola on the pitches 
E♭, G, G and G (see Musical Example 4.1 on p. 65).  In the first violin part from mm. 
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232 to 236, Beethoven also included two octaves above the viola part.  As shown in the 
first layer of material in Aut. 19c, f. 29v and Gr. 10, f. 12v, Beethoven placed the 
bouncing eighth-note octaves in the second violin and viola but not originally in the first 
violin (see Transcription 4.2 on p. 76 and Transcription 4.4 on p. 78).  This decision came 
later as shown in the revisions in the second layer of Aut. 19c, f. 30, in m. 233, and in Gr. 
10, f. 12v, in m. 233 (see Transcription 4.3 on p. 77 and Transcription 4.5 on p. 79).  
Musical Example 4.1: Opening of Tonic Recapitulation: (mm. 231 to 233) 
 
This change in the first violin melody from mm. 232 to 236 is closely related to 
Beethoven’s concern for the voicing of theme 1a at the opening of the tonic 
recapitulation.  The layers in both manuscripts for the first violin are the same: theme 1a 
appears in the original layer, and bouncing eighth-note octaves appear in the second layer 
(see Transcription 4.2 on p. 76 and Transcription 4.4 on p. 78).  In the first layer of Aut. 
19c, the cello part contains various cancelled ideas, possibly variants of theme 1a motives 
for accompaniment purposes.  The cello part in the second layer of Aut. 19c and Gr. 10, 
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reveals the favored theme 1a melody in full.  The only other significant cancellations 
made in this section are in the second violin part in Aut. 19c, where Beethoven favors 
placement of motives m and n together in mm. 235 to 236 instead of motives m and p, 
where p would double with the first violin part and cello.   
Given the appearance of theme 1a in the original layer in both manuscripts for the 
first violin, it is possible that Beethoven worked back and forth between both 
manuscripts.  At first glance, we may think that Beethoven could have written in the first 
layer of Aut. 19c, revised accordingly so that the first violin and cello contained theme 
1a, copied this material into Gr. 10, and then decided to remove theme 1a from the first 
violin part, first in Aut. 19c and then in Gr. 10.  However it is unlikely that Beethoven 
would have originally placed theme 1a in both outer voices concurrently.  Doubling of 
main thematic melodies rarely occurs in this piece or in the late string quartets altogether.  
A more likely situation involves multiple stages of development where theme 1a 
appeared in the outer voices, but at different times. Given this evidence, I suggest the 
following linear progression of revisions for Aut. 19c f. 29v to 30 and Gr. 10, f. 12v.:  
(1) Aut. 19c (v.1): (See Transcription 4.2 on p. 76). 
(2) Aut. 19c (v.2): theme 1a is removed from the first violin and placed in the 
cello; revisions are made to the second violin (see Transcription 4.3 on p. 77).  
(3) Gr. 10 (v.1): Beethoven begins composing in Gr. 10, and considers placing 
theme 1a in the first violin part again.  At this stage of development, he may or 
may not have written in the second violin or viola part (see Transcription 4.4 on p 
78).  
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(4) Gr. 10 (v.2): Cancellation of theme 1a in the first violin in favor of bouncing 
eighth-note octaves as they appear in Aut. 19c (v.2), as implied by inscriptions 
“Vi=” and “=de” in m. 232 and m. 235 for each system (see Transcription 4.5 on 
p. 79). 
(5) Beethoven continues to write in lower part(s) as they appeared in Aut. 19c 
(v.2) with theme 1a in the cello. 
One additional small clue that may help to support this sequence of events is 
found in m. 231 in both manuscripts.  If we recall, Beethoven’s approach to the 
placement of the bouncing eighth-note octaves in the tonic recapitulation was the same in 
both manuscripts, except for the first violin part.  However, there was one small change 
from Aut. 19c to Gr. 10 in m. 231, concerning the first pitch, C (compare m. 231 in 
Facsimile 4.2 on p. 73 and Facsimile 4.4 on p. 74).  In Gr. 10, when Beethoven copies in 
this introductory material for theme 1a, he makes this pitch change and starts revising the 
first violin part in m. 232.  This compares to Beethoven’s revision of the first violin part 
in Aut. 19c an entire measure earlier.  It would appear that Beethoven was at a later stage 
of his thinking when addressing the material for the first violin part by the time he 
reached Gr. 10.   
Voicing concerns for theme 1a continue in the recapitulation with regard to 
texture in mm. 248 to 254 in Aut. 19c, f. 30v (see Facsimile 4.5 on p. 75).  The re-
appearance of theme 1a after theme 1b in this section is expected, as we hear in the 
exposition.  If we recall, mm. 25 to 32 of the exposition contains two full statements of 
theme 1a material prominently placed in the first violin part (see Musical Example 4.2 on 
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p. 69).  The two final motives, o and p, are raised one whole-step the second time.  In 
terms of accompanying texture, the cello contains bouncing eighth-note octaves and the 
viola and second violin are doubled thematically with a condensed version of theme 1a 
including motives m1, o1/o2, and p1 (see Musical Example 4.2 on p. 69). These motives 
vary from their original motives in the following ways: m1 has different harmonic leaps 
in the first beat, o1 has a reversed melodic contour, o2 has a different harmonic leap in 
the first beat and a reversed melodic contour, and p1 has a reversed melodic contour.  
Due to this order of motives, they can double thematically with the first violin for the 
final two motives, o and p.   
In the recapitulation, Beethoven considers changing the motives from theme 1a 
used in the second violin and viola during the first statement of theme 1a in the first 
violin.  As shown in Transcription 4.1 on p. 70, in Aut. 19c (v.1), motive m appears one 
measure later in m. 249 followed by motive n in m. 250.  By using a half note in m. 248, 
Beethoven offsets the motives as they appear in the exposition, resulting in no doubling 
of motives o and p by the second violin and viola.  As a result, the texture is heavy and 
the direction is less clear.  It appears that Beethoven may have originally wanted the 
second violin and viola to take the melody of theme 1a in full from the first violin, 
through voice-exchange.  Instead, Beethoven decides to use these instruments for 
accompaniment, doubling motives o and p with the first violin for emphasis and clarity, 
as shown in Aut. 19c, f. 30v, (v.2), Gr. 10, f. 13, and in the final version (see Musical 
Example 4.2 on p. 69 and Facsimiles 4.5 to 4.6 on p. 75).  Significantly, all of the other 
instruments, except the viola, present theme 1a in full during the movement. Overall, 
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these revisions show that Beethoven favors the use of theme 1a material in the second 
violin and viola part to support the theme 1a melody in the first violin, as it is heard in the 
exposition.   
Musical Example 4.2: Theme 1a in the Exposition after Theme 1b: (mm. 25 to 32) 
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Transcription 4.1: Theme 1a after Theme 1b in the Recapitulation (mm. 247 to 254) 
From Aut. 19c (v.1), f. 30v (staves 1 to 4 and 6 to 9)  
	  
Part II: Further Interpretation and Comparison to Exposition 
The ways in which Beethoven shapes the opening of this recapitulation differently 
from the opening of the exposition are most interesting for interpretation.  For example, 
Beethoven’s consideration of the voicing for theme 1a in the tonic recapitulation in mm. 
233 to 244 is different from either of the original presentations of theme 1a in mm. 3 to 
19 (see Table 4.2 on p. 72).  Specifically, Beethoven places theme 1a in the first violin 
part in mm. 3 to 8 and then in the second violin part in mm, 11 to 16, both following the 
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motivic pattern: m, n, o, p, m, n.  The only presentation of theme 1a material as it appears 
here in the exposition in the same voice with the same motivic pattern, is in the first 
violin part of the false recapitulation in mm. 225 to 228.   
In the recapitulation, Beethoven considers other ways to voice theme 1a for 
dramatic purposes.  According to the linear progression of ideas I have suggested, there 
was a moment where Beethoven considered placing theme 1a in full in mm. 233 to 238, 
following the motivic pattern of m, n, o, p, m, m, in the first violin.  Even when he 
decided against this idea, in favor of placing theme 1a in full in the cello, he kept the last 
two motives, m and n in place in the first violin in mm. 237 to 238 (see Facsimiles 4.1 to 
4.2 on p. 73).  The cello part never contains the full motivic pattern as outlined in the 
exposition.  At some point during the revision process in Aut. 19c, he also includes 
motives m and n in the second violin part in mm. 235 to 236, almost as a preview to their 
appearance in the first violin in mm. 237 to 238.  
By placing theme 1a in full in the cello, and depriving the first violin of the entire 
motivic pattern, it appears as though the false recapitulation a few measures prior is 
thematically correct, and the authentic recapitulation is only harmonically correct.  
Although this organization for the actual recapitulation still presents theme 1a in full in 
the tonic key it has lost a sense of momentum.  However having kept the last two motives 
in the first violin part, Beethoven is poised to place theme 1a in full in the first violin part 
in the following two re-appearances in mm. 247 to 250 and mm. 251 to 254.  These two 
consecutive statements of theme 1a in the first violin part are triumphantly reached and 
do not appear previously in a single voice in this movement.  This new motivic pattern of 
 72	  
m, n, o, p, m, n, o, p is used later in the recapitulation when theme 1a follows theme 1b in 
mm. 261 to 264 and mm. 265 to 268.  While there were times where Beethoven found 
exact replication of theme 1a material from the exposition helpful, as in the texture of 
mm. 247 to 254, there were other moments like these where he needed to diverge for 
dramatic purposes.  Overall, these changes reveal an effort by Beethoven to create 
dramatic appeal, in the confines of a seemingly economical finale.   
Table 4.2: Motivic Patterns for Theme 1a in the Exposition and Recapitulations 
Exposition: mm. 3 to 8 
 
Exposition: mm. 11 to 16 
 
False Recapitulaion: mm. 225 to 230 
 
Tonic Recapitulation: mm. 233 to 238 
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Facsimile 4.1: Aut. 19c, f. 29v, mm. 220 to 232 
 
Facsimile 4.2: Aut. 19c, f. 30, mm. 233 to 244 
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Facsimile 4.3: Gr. 10, f. 12, mm. 219 to 229 
  
Facsimile 4.4: Gr. 10, f.12v, mm. 230 to 239 
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Facsimile 4.5: Aut. 19c, f. 30v, mm. 245 to 258 
 
Facsimile 4.6: Gr. 10, f. 13, mm. 240 to 250 
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Transcription 4.2: Opening of the Tonic Recapitulation (mm. 231 to 239): 
From Aut. 19c. (v.1), f. 29v (staves 1 to 4 & 6 to 9) through f. 30 (staves 1 to 4 & 6 to 9) 
Notes to the Transcription: 
(1) V2, m. 235: Original idea may have included a variant of motive m (see enlargement 
below). 
 
(2) V2, m. 237: Original idea may have included one quarter note on the pitch C, 
followed by an eighth note attached to two sixteenth notes starting on the pitch C (see 
enlargement below). 
 
(3) Vc, m. 237: Original eighth-note pitches are difficult to decipher, may begin on pitch 
A? 
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Transcription 4.3: Opening of the Tonic Recapitulation (mm. 231 to 239): 
From Aut. 19c. (v.2), f. 29v (staves 1 to 4 & 6 to 9) through f. 30 (staves 1 to 4 & 6 to 9) 
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Transcription 4.4: Opening of the Tonic Recapitulation (mm. 230 to 239): 
From Gr. 10 (v.1), f. 12v (staves 1 to 4 & 6 to 9) 
 
Notes to the Transcription: 
(1) V2 & Va, mm. 233 to 239: This material may have appeared in the original version as 
notated here, or may have come after the revision to the first violin part as shown in 
Transcription 4.4 on p. 70. 
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Transcription 4.5: Opening of the Tonic Recapitulation (mm. 230 to 239): 
From Gr. 10 (v.2), f. 12v (staves 1 to 4 & 6 to 9) 
 
Notes to the Transcription: 
(1) V1, mm. 232 to 234: Material from cue staff in first system (stave 5), as implied by 
Beethoven’s inscription “Vi=” above m. 232 and “=de” in cue staff below. 
(2) V1, mm. 235 to 236: Material from cue staff in second system (stave 10), as implied 
by Beethoven’s inscription “Vi=” above m. 235 and “=de” in cue staff below. 
(3) V1 & Vc, m. 236: Beethoven inscribes a circle with an X through it at the end of each 
of these measures, to indicate the return to stave 6 for V1, from the cue staff (see 
enlargement below). 
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Chapter 5: The Coda 
Overview 
Beethoven’s coda for this finale extends from mm. 414 to 493.  Within this 
section Beethoven recycles theme 1a material, as we may expect for this sonata form 
finale, and also presents new variants of the related theme 1a motives.  As shown in the 
sketch material from both manuscripts, one of the largest areas of concern for Beethoven 
was the beginning of this coda, specifically mm. 414 to 429.  This heavily revised section 
can be broken up into three groupings: (1) V1: mm. 414 to 419 (2) Va & Vc: mm. 414 to 
419 and (3) V2 & Va: mm. 422 to 429 (see Facsimiles 5.2 to 5.3 on p. 89).  Together, 
these revisions reveal a desire to create the proper balance of creating and releasing 
tension towards the arrival of the theme 1a in E♭ major in m. 430 followed by the real 
return of theme 1a in the tonic in m. 441. 
Part I: Revisions for the Beginning of the Coda  
The first violin part at the beginning of the coda contains bouncing eighth notes 
mostly in octaves, with starting pitches in each measure rising from B♭ to F (see Musical 
Example 5.1 on p. 81).  This thematic material is similar to the opening of the movement 
in mm. 1 to 19 in the viola, and continues from a pattern of pulsing eighth-note octaves in 
the first beat of each measure in the first and second violin in mm. 407 to 413.  This 
transitional section into the coda contains mostly bouncing eighth-note octaves in all 
parts, until the appearance of motive m in the viola in m. 414. 
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Musical Example 5.1: Final Version of V1: (mm. 414 to 419) 
 
The revisions for this section in both manuscripts, especially in mm. 417 to 418, 
highlight Beethoven’s concerns for gradual pitch ascent with a range of over an octave 
from B♭ to F (see Transcription 5.1 below).  
Transcription 5.1: V1: mm. 414 to 419 
From Aut. 19c, f. 38 & Gr. 10, f. 20v 
 
 
 
 
 
 
 
 
 
 
 
 
In the original plan for these two measures in Aut. 19c, Beethoven considers using 
eighth-note octaves on the pitch B♭ followed by F.  Although this idea does not change 
 
Notes to the Transcription: 
(1) Va, m. 414: First pitch not written in by Beethoven, but implied by the 
other appearances of this theme as shown in different layers of m. 417 and 
m. 418. 	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the desired range, it interrupts the continuous rising pattern of the surrounding measures 
and arrives too quickly at the eighth notes on the pitch F.  Alternatively, Beethoven 
considers restricting the range for these two measures in Gr. 10 (v.1) to the pitch F above 
middle C to the pitch F an octave above.  In both the final versions, Beethoven favors 
using octaves on the pitch D, followed by a transitional measure to octaves on the pitch F 
in m. 419.  
If we look at Gr. 10 (v.1) as a continuous layer of ideas, there are three measures 
that contain material not previously found in Aut. 19c—mm. 414, 415 and 417.  Given 
this situation and the identical material in v.2 for both manuscripts, I suggest the 
following linear progression of ideas: (1) Aut. 19c (v.1) (2) Gr. 10 (v.1) (3) Aut. 19c (v.2) 
(4) Gr. 10 (v.2).  The last two stages of development may have been reversed, however it 
seems more likely that Beethoven tested out the idea in Aut. 19c before placing it in Gr. 
10.  Overall, his final decision to create a gradual ascent with a range of over an octave 
from B♭ to F resulted in the desired dramatic build to up to m. 422, where all the voices 
take part in a gradual rise to the return of theme 1a in E♭ major in m. 430.  As we will see 
in the next section of revision, Beethoven does not always favor this gradual ascent, as he 
needs to have sections that retain tension before the final dramatic climb to theme 1a.   
Part II: Revisions for the Beginning of the Coda 
In this second part of the chapter I will focus on the last two groupings of 
revisions located in Aut. 19c—Va & Vc: mm. 414 to 419 and V2 & Va: mm. 422 to 429.  
Specifically, these revisions are located on folio 38, which presents the entirety of this 
opening material for the coda from mm. 414 to 429.  It is one of the most heavily revised 
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folios in Aut. 19c, partially due to his use of all 12 staves in comparison to the other 
folios with their two systems and 10 staves (see Facsimile 5.3 on p. 89).  It shows 
revisions in each of the parts, and contains eighteen measures, including the two 
cancelled measures in the beginning, and the written in added measure by Beethoven at 
the end of the third and final system.  
To begin, the revisions found in the viola and cello parts in mm. 414 to 419 reveal 
a concern for creating tension before the dramatic return of theme 1a in full.  This 
contrasts with the prior discussion of revisions in the first violin where Beethoven begins 
to release tension and starts the dramatic climb to theme 1a through gradual pitch ascent. 
Thematically, the original and final layers of material for the viola part share two 
important characteristics with the second violin part: (1) motive m1, a variant of m with 
the same first beat rhythm and (2) the harmonic progression I, V, V, I in the tonic key of 
B♭ Major (see Table 5.1 below). 
Table 5.1: First Appearance of Motive m and m1 in the coda; V2 
Motive m 
m. 414 
Motive m1 
m. 418 
  
 
The revisions made to the viola part reveal Beethoven’s desire to differentiate the 
viola part from that of the second violin.  Originally, Beethoven starts each measure on 
the following ascending pitches: B♭, C, C and D (see Transcription 5.2 on p. 85).  This 
contrasts to the curved melodic contour of the second violin part in mm. 414 to 419 with 
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the starting pitches: D, E♭, E♭, D.  In order to simplify these two contrasting ideas related 
to starting pitches, I have created the following labels to represent ascending pitches: V2: 
x, y, y, x and Va: o, p, p, q.  In Aut. 19c (v.2), Beethoven decides to replicate the pattern 
in the second violin, now in the viola (see Transcription 5.3 on p. 85 with new Vc pattern: 
o, p, p, o).  With this change, Beethoven restricts the range of pitch ascent in the viola to 
one half step rather than a third, against the half step range of the second violin.  
The changes made to the cello reflect a similar desire to create tension rather than release 
it.  Originally, Beethoven places bouncing eighth notes spanning an octave on the pitch F 
to accompany the rising pattern of the viola.  Beethoven then restricts the distance 
between the two pitches of the bouncing eighth notes to a fifth and a fourth.  In mm. 414 
to 419 the leaps are: B♭ to F, C to F, C to F, and B♭ to F (compare Vc in Transcription 
5.2 and 5.3 on p. 85).  Interestingly enough, these new pitches also follow the same 
melodic contour pattern as the starting pitches for the second violin and viola parts 
(compare to either V2: x, y, y, x or Va: o, p, p, o in Transcription 5.3 on p. 85).  Although 
it is difficult to know whether Beethoven revised the viola or cello part first, I believe that 
revisions were made to the second violin before the first.  This reasoning is based upon 
the higher level of coordination that needed to be established between the melodies of the 
second violin and viola prior to revisions made in the cello part, which mostly serves as 
accompaniment here.  Overall, these changes allow Beethoven to create four more 
measures of tension.  He makes it appear as though the melody will rise, but it never 
quite does until the gradual pitch ascent in all parts in the following phrase (mm. 423 to 
429). 
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Transcription 5.2: Motive m1 in the Coda (mm. 418 to 421): 
From Aut. 19(v.1), f. 38 (staves 6 to 8) 
 
Transcription 5.3: Motive m1 in the Coda (mm. 418 to 421): 
From Aut. 19 (v.2), f. 38 (staves 6 to 8) 
 
The final section of revisions for the beginning of the coda is shown in mm. 422 
to 430 in the second violin and viola parts (see Transcriptions 5.4 to 5.5 on pp. 90 to 91).   
In the final version of both parts, Beethoven uses a new variant, which I have labeled as 
motive m+n because it consists of the same rhythm as motive m, and the same melodic 
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contour as motive n (see Musical Example 5.2 below).  In contrast to the prior four 
measures, the second violin and viola are now joined in having the same melodic contour.   
Musical Example 5.2: First appearance of Motive m+n in m. 422 
 
Originally, Beethoven considered placing the shared rhythm of one eighth tied to 
two sixteenth notes in the second beat of the measure instead of the first.  This new 
motive shares the rhythm of motive o, with various melodic contours, and has therefore 
been labeled as motive o1 (see Musical Example 5.3 below).  Given the difficulty with 
which pitches can be determined for transcription of this section, I will not be able to 
suggest a reason for the possible differences related to melodic contour.  What remains 
significant is that Beethoven considered yet another variant of theme 1a for dramatic 
purposes. 
Musical Example 5.3: Motive o1 in Va, m. 422 
 
Placement of the ideas in Aut. 19c is helpful in trying to determine the order in 
which Beethoven made these revisions to the second violin and viola part.  Motive o1 
appears throughout in the same place in both the second violin and viola parts.  However, 
the two ideas of motive o1, the first with two eighth notes and the second with one eighth 
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note attached to two sixteenth notes, appear together in some measures and separated in 
other measures (compare Table 5.2a and 5.2b below). 
Table 5.2a: Motive o1 Together; Aut. 19c, f. 38, V2 and Va 
m. 422 m. 427 
  
 
Table 5.2b: Motive o1 Separated; Aut. 19c, f. 38, V2 and Va 
m. 423 m. 425 
 
 
 
Given this presence of motive o1 in mm. 422 to 429, and the final form of this section 
where the second violin and viola share thematic material, it is likely that Beethoven 
made revisions to these parts at the same time.  
If we try to contextualize the revisions found in both parts in terms of all the 
instruments, a possible linear progression emerges.  In both the first violin and cello there 
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are no revisions in mm. 422 to 440.39  Also, the cello part tends to align with the original 
ideas for motive o1 in the second violin and viola (see Facsimile 5.1 below).  It is 
therefore possible that Beethoven wrote out all of the parts, and then decided to revise the 
second violin and viola, one right after the other, to match the material found in the cello.  
In the original plan with motive o1 contrasting thematically with the two outer voices, the 
part writing becomes more complex.  By keeping the lower three voices thematically 
together in contrast with the first violin, it allows for a more dramatic return of theme 1a 
in the first violin part, which has been in opposition to the three lower voices for the 
duration of eight measures.  The changes here, as well as throughout the beginning of the 
coda, reveal varying levels of tension in an effort to create a proper dramatic entrance for 
this material.  A glance at Aut. 19c, f. 38 reveals how intensively Beethoven labored over 
the particulars of this section.  
Facsimile 5.1: Aut. 19c, f. 38, m. 422 
 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
39 In Aut. 19c, m. 424, there is a cancellation of the cello part in favor of a repeat sign.   
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Facsimile 5.2: Gr. 10, Folio 20v, mm. 412 to 422 
 
Facsimile 5.3: Aut. 19c, f. 38, mm. 414 to 429 
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Transcription 5.4: V2 and Va mm. 422 to 430 
 
From Aut. 19c, f. 38 (v.2) 
 
Notes to the Transcription: 
(1) V2, m. 422: Inscription “f, b, f” correlates to pitch names for last three notes. 
(2) Va, m. 428: Inscription “des” means D♭ in German, correlating to the third 
pitch.  
(3) V2, m. 429: Inscription “es, c, a, a, c” where “es” means e-flat in German, 
correlate to the pitch names for this measure (see enlargement below).   
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Transcription 5.5: V2 and Va mm. 422 to 430 
From Aut. 19c, f. 38 (v.1) 
 
Notes to the Transcription: 
General: All pitches notated here are transcribed with uncertainty due to the illegibility of 
this section.   
(1) V1, m. 422: Possibly two ideas cancelled with the same final rhythm of one eighth 
tied to two sixteenth notes in ascending pitch order. 
(2) V2, m. 423: Appearance of a single eighth note on the pitch D?  Also, appearance of 
diagonal slurs in the first beat (see enlargement below).  
 
(3) V2 and Va, m. 424: Before the cancelled idea another with eighth notes and quarter 
notes possibly appear in beginning of measure? 
(4) V2 and Va, m. 427: Single eighth note on pitch E♭ (V2) and C (Va) in between v.1 
ideas.  
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Chapter 6: Conclusion 
In this thesis I have examined the later stages of development of this finale in 
hopes of providing a new perspective on our current understanding of this movement.  In 
some ways, this new understanding has challenged our current conception of Beethoven’s 
“late” style as well.  It would seem that the second finale takes on both the characteristics 
of a younger Beethoven, composing string quartets highly influenced by Haydn, and the 
more mature Beethoven, highly isolated within his own creative mind, as suggested by 
his intense engagement in the sketch material and desire to revise even at the later stages 
of development for this movement.  These manuscripts can therefore improve our 
understanding of both Beethoven’s creative process and biography.  While the majority 
of my research has focused on the individual revisions Beethoven made in each of the 
sonata-form sections, this chapter will focus on the process of trying to understand these 
revisions in a broader perspective and provide questions for further study. 
During the process of interpretation, it became especially helpful to consider the 
revisions not only as individual cancellations with theoretical implications, but as 
conscious, handwritten ideas executed by Beethoven.  Many times, the physical 
characteristics of the cancellations such as the heaviness of ink, or the placement of 
individual notes, became equally, if not more important for understanding a decision than 
the change itself.  If we recall, in m. 170 in the development, as shown in Gr. 10 in 
Facsimile 3.2 on p. 50, Beethoven individually cancelled what appears to be quarter notes 
in each of the voices with several diagonal lines in favor of sixteenth notes.  Although 
these revisions only occur in a single measure, the purposefulness with which Beethoven 
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removes them from the measure is indicative of the larger concerns for creating 
momentum in this section.  Beethoven’s placement of the notes for each beat of the 
measure also became helpful in trying to uncover possible layers of revisions.  This is 
shown in the linear progression of ideas for motive o1 in the coda, specifically mm. 422 
to 423, m. 425 and m. 427 as shown in Table 5.2a and 5.2b on p. 87.  Another attribute of 
Beethoven’s handwriting that became helpful for identification of layers of revision was 
the darkness of the ink on the page, indicative of the pressure Beethoven exerted on the 
folio.  This was especially useful in trying to create the linear progression of ideas for the 
opening of the development in Aut. 19c, f. 26 to 27, as shown on pp. 51 to 52.  Generally, 
the darker the ink, the later the appearance of the revision and/or the more vigorous 
Beethoven’s intentions. 
As a whole, the revisions for this finale reveal Beethoven’s concern for 
economical treatment of thematic material and playing upon the harmonic and formal 
expectations of his audience.  In the exposition, Beethoven’s revisions for theme 2a 
reveal a preference for smooth voice-exchange and economical, yet inventive, use of 
thematic material as shown in mm. 39 to 50.  These preferences for the appearance of 
theme 2a are mirrored in the recapitulation, in mm. 279 to 290.  Beethoven’s planning of 
the development section is also based upon economical use of material, especially theme 
1a motives from the exposition.  By only using one full statement of theme 1a in the 
opening mm. 162 to 165, and focusing primarily on the expansion of the later two 
motives o and p, Beethoven is able to build tension towards the next full statement of 
theme 1a —first in the false recapitulation in m. 225, and finally in the authentic 
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recapitulation in m. 233.  In addition, Beethoven’s concern for proportional balance of 
the development section is revealed in his cancellation of f. 27, which supports these 
economical trends. Beethoven’s coda for this finale also recycles theme 1a material, as 
we may expect for this sonata-form finale, and also presents new variants of the related 
theme 1a motives.  Beethoven ultimately uses these motives to create the proper balance 
of creating and releasing tension towards the arrival of the theme 1a in E♭ major in m. 
430 followed by the real return of theme 1a in the tonic in m. 441.  In all of these 
examples of Beethoven’s economical treatment of material, he is able to maintain a sense 
of intrigue for the listener in the midst of repetition. 
Beethoven’s revisions for the false and authentic recapitulation are most 
representative of Beethoven’s desire to play upon the harmonic and formal expectations 
of his audience, as shown in mm. 223 to 239 and mm. 247 to 254.  Aurally, he is able to 
fool his audience by placing the bouncing eighth-note octaves before theme 1a appears in 
the false recapitulation, and it can be heard as in the wrong key.  His unique placement of 
theme 1a in the tonic recapitulation, rising from the cello to the first violin, and finally 
appearing twice side-by-side in the first violin help to create a “heroic” ending for theme 
1a.  Overall, Beethoven is able to create dramatic entrances for a theme that has been 
excessively heard and recycled throughout the movement. 
To my knowledge, this is the first close study of the composing score and 
autograph manuscript of the second finale for Op. 130.  As a result, there are many more 
questions that can be asked related to analysis of these sources, their transcriptions and 
interpretations.  For example, the exploration of how the key of B-flat major may have 
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influenced particular compositional decisions in the creation of this second finale in 
comparison to Beethoven’s other B-flat major finales may help to create a more 
comprehensive understanding of this work.  The chronology I have suggested for 
Beethoven’s revisions of the passages discussed here may also be reconsidered in the 
light of new discoveries.  It may be, as suggested by Barry Cooper, that Beethoven’s 
various ideas for how to end the quartet could help to create a clearer picture for the 
emergence of a second finale.40  However they require individual study of their own, as 
well as an understanding of their connection to the sketches that we can definitely assign 
to this movement.  Given Beethoven’s careful conception of this work—and its 
divergence in many ways from our notion of Beethoven’s “late” style of composition as 
embodied by the original Grosse Fuge finale—this movement in itself deserves further 
research.   
 
 
 
 
 
 
 
 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
40 Cooper, “The Two—or Two Dozen—Finales,” 12-13. 
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Appendix A: Known Finale Sketch Ideas for Opus 13041 
Sketchbook: Folio and Stave(s): 
f. 14r, staves 11 to 12 
f. 22r, staves 9 to 10 
f. 22r, staves 11 to 16 
f. 25r, staves 6 to 9 
f. 27v, stave 4 
f. 27v, stave 6 
f. 32r, staves 1 to 2 
f. 34v, staves to 1 to 2 
f. 34r, staves 5 to 6 
f. 35v, staves 1 to 2 
De Roda 
f. 35r, stave 8 
Moscow p. 37, staves 2 to 4 
f. 7r, staves 1 to 2 
f. 10r, staves 5 to 6 
f. 11r, stave 9 
Egerton 
f. 12v, staves 1 to 4 
f. 3v, stave 1 
f. 8v, staves 2 to 3 
f. 9r, staves 1 to 4 
f. 10v, staves 1 to 2 
Autograph 9/5 
f. 11v, staves 3 to 5 
(Ms 66/9): f. 1a, staves 1 to 6 
(Ms 66/8): f. 1d, staves 6 to 8 and 5 
Ms 66 
(Mss 66/2): f. 1d, staves 4 to 7 
f. 52r, staves 10 to 12 
f. 59r, staves 1 to 2 
f. 59r, stave 3 
f. 60v, stave 7 
f. 60v, stave 10 
Kullak 
f. 60v, stave 15 
 
 
 
 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
41 Compiled with help of Cooper, “The “The Two—or Two Dozen—Finales,” 15-26; 41-48; For 
transcriptions see Ex. 1 to 26 in Ibid. 
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Appendix B: Score of Op. 130 Second Finale 	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Appendix C: Formal Analysis 
Sonata Form Measure(s) Material 
Exposition 1 to 2 ||: Introduction 
 3 to 10 Theme 1a (motives m, n, o, p 
 11 to 18 Theme 1a 
 18 to 24 Theme 1b  
 25 to 32 Theme 1a 
 33 to 38 Transition 
 39 to 51 Theme 2a (motives A, B, C, D) 
 52 to 66 Theme 2b 
 67 to 78 Theme 2c 
 79 to 88 Theme 2d 
 89 to 96 Theme 2e:|| 
 97 to 98 Introduction:|| (Exposition repeats) 
 97 to 108 Transition  
 109 to 132 Theme 3a 
 132 to 139 Theme 3b 
 140 to 155 Theme 3c 
 156 to 160 Transition 
Development 160 to 161 Introduction 
 162 to 206 Theme 1a  
 207 to 222 Theme 2a 
 223 to 224 Introduction 
False Recapitulation 225 to 231 Theme 1a 
 231 to 232 Introduction 
Recapitulation 233 to 240 Theme 1a 
 240 to 246 Theme 1b 
 247 to 254 Theme 1a 
 254 to 260 Theme 1b 
 261 to 268 Theme 1a 
 269 to 278 Transition 
 279 to 291 Theme 2a 
 291 to 306 Theme 2b 
 307 to 318 Theme 2c 
 319 to 328 Theme 2d 
 329 to 336 Theme 2e 
 337 to 352 Transition 
 353 to 368 Theme 3a 
 369 to 383 Theme 3b 
 384 to 399 Theme 3c 
 400 to 413 Transition 
Coda 414 to 447 Theme 1a  
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 448 to 457 Cadential  
 458 to 485 Theme 1a 
 486 to 493 Cadential 
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